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PREFACE 

Tins  Yolmne  treats  of  ihe  Benaissanoe  in  Italy,  France,  and 
England  The  temptation  was  strong  to  inolude  other  countries, 
but  if  more  than  a  most  ctirsory  acoonnt  of  thèse  had  been 
attempted,  the  space  allotted  to  the  thiee  mentioned  must  hâve 
been  considerably  curtailed,  or  else  the  volume  would  hâve 
swoUen  to  unconscionable  proportions.  After  ail,  Italy  and 
France  were  the  two  main  arteries  through  which  the  Senaissance 
flowed,  and  nearlj  àll  the  phases  of  development  can  be  traced 
in  them  alone.  French  work  has  been  treated  in  this  volume 
with  considérable  fulness,  partly  because  it  has  long  been  a 
spécial  favourite  of  mine,  and  partly  because  hitherto  no  reliable 
books  on  the  subject  in  English  hâve  been  available.  In 
Germany,  Spaln,  and  the  Netherlands,  as  in  England,  the 
Benaissance  was  always  struggling,  never  absolutely  free.  In 
ail  it  was  hampered  at  first  by  vernacular  traditions,  and  when 
it  finally  threw  those  ofif,  original  development  was  checked,  to  a 
great  extent,  by  the  overpowering  influence  of  Italian  design. 

The  présent  volume,  like  the  préviens  volumes,  seeks  to 
illustrate  architectural  development  by  référence  to  plan,  construc- 
tion, mateiials,  and  principles  of  design.  The  factors  that 
advanced  or  retarded  it  at  the  différent  centres  are  also  dwelt 
upon.  In  one  respect,  however,  a  slight  différence  in  treatment 
was  necessary.  In  the  Middle  Ages  ail  workers  were  in  complète 
unison,  and  the  identity  of  each  was  merged  in  his  work.  In 
the  days  of  the  Benaissance  the  individual  was  paramount.  In 
Italy,  Brunelleschi,  Bramante,  and  Michael  Angelo;  in  France, 
Lemercier  and  François  Mansard  ;  in  England,  Inigo  Jones  and 
Christopher  Wren,  mark  the  différent  stages  of  advance.  For 
this  reason,  ezcept  in  the  chapters  dealing  speoially  with  plan  and 
construction,  development  is  mainly  traced  by  a  considération,  in 
approximately  chronological  order,  of  the  buildings  of  thèse  great 
masters  and  of  others  hardly  less  famous. 


vi  PREFACE 

More  than  ten  jears  hâve  elapsed  since  I  b^an  this  history. 
The  delay  in  completion  is  partly  owing  to  pressure  of  other  work, 
which  neoessitated  constant  breaks,  and  partly  to  the  enormous 
amount  of  gronnd  which  had  to  be  covered.  When  I  commenced 
I  thought  I  had  the  necessary  materîal  to  hand.  England  I  knew, 
the  greater  part  of  France  I  was  acquainted  with,  and  I  had  a  fair 
knowledge  of  Italy,  Grermany,  Belginm,  etc.  I  expected  that 
wonld  suffice.  I  was  soon  undeceived.  Almost  immediately  I 
realized  the  necessity  of  going  over  again  the  ground  I  knew — 
which  I  had  trod  with  a  somewhat  différent  aim  in  view — and  of 
seeÎDg  places  I  had  not  previonsly  visited.  I  cannot  say  that  I 
know  every  bmlding  mentioned  in  thèse  three  volumes,  but  there 
are  very  few  that  I  bave  not  seen  at  some  time  or  another,  and  I 
hâve  renewed  acquaintance  with  many  in  récent  years. 

I  am  much  indebted  to  the  following  for  kind  permission  to 
reproduce  drawings  of  theirs  :  Mr.  A.  T.  Bolton,  Mr.  "W.  R.  Davidson, 
Mr.  J.  A.  Grotch,  Mr.  0.  J.  Longman  for  two  illustrations  fix)m  his 
father's  ''  The  Three  Cathedrals  dedicated  to  St.  Paul  in  London," 
and  Mr.  Arnold  Mitchell;  also  to  Mr.  B.  T.  Batsford,  the  Editer 
of  the  Bwdding  News,  and  the  Editer  of  the  B.  L  B,  A,  Journal. 
Mr.  Leslie  Wilkinson,  my  coUeague  at  University  Collège,  has 
also  kindly  lent  me  some  of  his  excellent  sketches,  and  has  also 
redrawn  some  of  the  sketches  made  by  me  reproduced  in  this 
volume. 

I  take  this  opportunity  to  express  to  Messrs.  Longmans,  Green 
&  Co.  my  thanks  for  the  courtesy  and  considération  they  hâve 
always  shown  me. 

Unitebsitt  Collège, 

GowER  Stbeet,  W.C, 

Septerriber,  1911. 
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ERRATA. 

Page   8,  llae  33,  for  «  John  o£  *'  reaà  «•  John  the.'» 
„      8,  line  1,  for  "  Segrestia  "  read  "  Sagrestia." 
„     14,  line  22,  /or  "  1503,"  read  "  1408." 
„    27,  Une  22, /or  <'  Grazic  "  ftad  "  Grazie." 
„    41.  line  20,  fw  "  Baocio  d'Angelo  "  read  "  Baccio  d'Agnolo." 
„  109,  line  28,  for  "  Oirolomo  "  rtad  "  Girolamo." 
„  140,  line  28,  for  "  west  "  rtaà  "  entrance." 
„  196,  line  29,  for  " Salomon  "  read  **  Salamon." 
„  220,  line  16,  for  »  Gabriel  "  read  •«  Germain." 
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Southern  Italy,  so  far  as  architecture  is  concerned,  can  be  com- 

pared  to  a  bloodless  révolution,  achieved  to  the  satisfaction  of  ail,  \ 

because  it  had  no  opponents. 

The  change  in  architectural  design  that  occurred  early  in  the  BenaîB- 
fif teenth  century  was,  like  ail  previous  changes,  still  a  development.  ^^  "^ 
Moreover,  it  was  a  more  natural  one  than  we,  liable  to  judge  what  develop- 
happens  in  other  countries  by  what  takes  place  in  our  own,  can  °^®'^** 
readily  grasp.    In  Italy  Classic  forms  and  Glassic  proportions  had 
never  dropped  out  altogether.     Through  ail  the  centuries  of  the 
Middle  Ages  they  had  been  présent  ;  in  an  adulterated  form  in  most 
cases,  but  still  easily  distinguishable.    The  semicircular  arch  never 
entirely  disappeared  ;  supports  remained  either  the  simple  column 
— with  often  the  same  proportions  and  entasised  outline  as  Boman 
columns — or  the  pilastered  pier,  the  only  exceptions  being  when, 
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INTRODUCTORY 

If  the  term  Benaissance  signifies  a  break  with  old  tradition,  a 
résurrection  of  principles  and  forms  which,  in  themselves  old,  had 
become  totally  obsolète,  it  cannot  be  applied  to  architecture  in 
Italy  with  the  same  force  as  in  other  countries  of  Europe.  For  in 
Italy  there  was  no  absolute  break  with  tradition  ;  no  résurrection 
of  principles  which  had  been  entirely  abandoned.  Gothic  archi- 
tecture, south  of  the  Apennines  at  least,  had  been  but  an  interlude. 
It  had  never  really  taken  root.  It  had  been  tolerated  but  not 
properly  understood  ;  and  when  the  time  for  revoit  was  ripe,  the 
Italians  threw  off  its  shackles  without  difficulty  and  without 
regret.  Exoept  in  a  few  towns  bordering  on  the  northem  frontier 
no  one  desired  to  retain  it.  The  Benaissance  in  Central  and 
Southern  Italy,  so  far  as  architecture  is  concemed,  can  be  corn- 
pared  to  a  bloodless  révolution,  achieved  to  the  satisfaction  of  aU, 
beoause  it  had  no  opponents. 

The  change  in  architectural  design  that  occurred  early  in  the  Bemûs- 
fif teenth  century  was,  like  ail  préviens  changes,  still  a  development.  "^i^  "* 
Moreover,  it  was  a  more  natural  one  than  we,  liable  to  judge  what  deveiop- 
happens  in  other  countries  by  what  takes  place  in  our  own,  can  °^®^*- 
readily  grasp.    In  Italy  Classic  forms  and  Classic  proportions  had 
never  dropped  out  altogether.    Through  ail  the  centuries  of  the 
Middle  Ages  they  had  been  présent  ;  in  an  adulterated  form  in  most 
cases,  but  still  easily  distinguishable.    The  semicircular  arch  never 
entirely  disappeared  ;  supports  remained  either  the  simple  column 
— with  often  the  same  proportions  and  entasised  outline  as  Boman 
columns— or  the  pilastered  pier,  the  only  exceptions  being  when, 
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as  in  Milan  Cathedral,  outside  influence  dictated  the  form  ;  entab- 
latores,  modi&ed  it  is  true,  but  of  unmistakable  origin,  were  still 
placed  above  arcades,  as  in  the  late  days  of  the  Emphre — the 
interior  of  Florence  Cathedral  (see  VoL  II.  Fig.  235)  is  one  instance 
out  of  many  ;  carving  continued  ever  reminiscent  of  the  acanthus 
leaf  the  Bomans  loved  for  their  capitals  ;  and  the  dôme,  as  the 
crowning  finish  to  a  building  of  monumental  character,  remained 
in  the  Middle  Ages  almost  as  popular  as  it  had  been  in  the  time 
of  Hadrian. 

To  understand  the  position  Italy  occnpied  at  the  commence- 
ment of  the  fifteenth  century,  it  should  be  remembered  that 
although  the  country  was  a  disunited  one,  split  up  into  several 
independent  kingdoms  and  republics,  and  consequently  not  possess- 
ing  possibly  the  same  political  power  as  France,  Spain,  or.£ngland, 
and  unable  to  put  equally  large  armies  into  the  field,  its  cities, 
owing  mainly  to  their  independence,  were  in  a  far  more  advanced 
State  of  civilization  than  the  cities  of  other  countries.  Their  in- 
habitants enjoyed  a  degree  of  comfort  and  luxuiy  unknown 
elsewhere.  The  pre-eminence  of  Italy  continued  until  the  end  of 
the  sixteenth  century.  Then  its  commerce  declined,  and  other 
countries  obtained  supremacy.  Symonds  ^  states  that  early  in  the 
fourteenth  century  the  streets  and  squares  of  Italian  cities  "  were 
everywhere  paved  with  flags,"  and  he  compares  with  them  "  the 
unpaved  lanes  of  London  and  the  muddy  labyrinths  of  Paris." 
The  dignified  traditions  of  Roman  planning  had  never  been  entirely 
abandoned  in  Italy,  and  the  noble  paved  Boman  roads  still  existed, 
branching  in  ail  directions.  To  thèse  traditions  are  due  the  fine 
scale  of  open  spaces,  such  as  the  Piazza  in  front  of  S.  Peter's,  the 
Piazza  del  Popolo — ^from  which  starts  the  old  Via  Flaminia — the 
Piazza  del  Campidoglio  on  the  Capitol  and  its  approaches,  and 
numerous  other  squares  in  Bome  as  well  as  in  other  cities.  Tra- 
ditional  also  are  the  staircases,  like  the  Scala  di  Spagna,  Bome,  of 
the  eighteenth  century  (see  Fig.  77),  and  the  terraces  and  flights  of 
steps  which  form  so  striking  a  feature  of  many  an  Italian  garden. 

In  Uterature  Italy  was  far  ahead  of  ail  other  countries  years 
before  the  BenaÎBsance  dawned.  The  contemporaries  of  Dante 
elsewhere  were  but  monkish  chroniclers.  Petrarch  and  Boccaccio 
head  the  long  list  of  succeeding  poets.  Most  Italians  wrote  poetry 
in  the  fifteenth  and  sixteenth  centuries,  and  the  few  who  did  not 
could  appreciate  and  loved  to  recite  the  poems  of  others.    The 

^  '*  Benaiasanoe  in  Italy  :  Tlie  Fine  Arts,"  by  John  Addington  Symonds. 
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revival  in  literature  preceded  what  is  known  as  the  Bensdâsance 
in  architecture,  but  it  is  a  mistake  to  say  it  occasioned  it.  It 
helped  to  popularize  it,  especially  in  the  second  half  of  the 
fifteenth  century,  when  the  educated  delighted  in  habitually 
writing  and  speaking  in  Latin,  but  in  the  two  or  three  previous 
décades,  when  the  architectural  movement  commenced  and  the 
first  steps  were  taken  towards  acquiring  a  more  thorough  know- 
ledge  of  classic  art,  the  influence  of  literature  on  architectural 
advance  was  not  great.  It  is  true  that  the  revived  demand  for 
classic  writings  undoubtedly  led  to  more  attention  being  paid  to 
classic  monuments  ;  and  the  palaces  in  which  the  Gœsars  lived, 
the  théâtres  in  which  the  plays  men  were  recommencing  to  read 
had  been  acted,  the  covered  colonnades  under  whose  shelter 
poets,  pl^losophersy  and  wits  had  recited,  disputed,  and  sparkled, 
ail  the  buildings,  in  faot,  représentative  of  life  in  the  old  cities 
under  the  long  passed  civilization,  must  hâve  acquired  fresh 
interest  in  conséquence.  Petrarch  and  Boccaccio  may,  as  stated 
by  Symonds,  hâve  ''  tumed  the  whole  intellectual  energy  of  the 
Florentines  into  the  channels  of  Latin  and  Greek  scholarship," 
but  architecture  had  for  centuries  nursed  the  germ  of  classic,  and 
aU  the  literary  scholarship  in  the  world  could  not  hâve  changed 
the  current  of  another  art,  if  its  tide  had  not  already  tumed  in 
the  same  direction.^  Seldom,  if  ever,  does  a  movement  take  place 
in  one  art  without  a  corresponding  movement  in  others.  Such 
movements  are  "  in  the  air,"  and  whence  they  started  is  generally 
diffîcult  to  say.  Because  they  find  expression  first  in  one  particular 
art,  they  do  not  necessarily  hâve  their  rise  in  it,  A  poet  can  write 
a  poem,  a  painter  paint  a  picture,  without  outside  support  or 
assistance  ;  an  architect  cannot  build  without  a  client.  Moreover, 
in  the  fourteenth  and  fifteenth  centuries  architecture  and  sculpture 
were  one  ;  and  before  deciding  that  absolute  priority  is  to  be  awarded 
over  them  to  literature,  it  is  well  to  remember  that  Niccola  Pisano 
was  bom  more  than  fifty  years  before  Dante,  to  take  the  John -of"  1^*\- 
Baptist  of  each  branch. 

The  renaissance  in  literature  was  an  absolutely  new  birth.  Renais- 

sanoa  in 
'  The  moet  remaïkable  instance  ol  something  more  than  a  classio  germ  ^i^^tec- 
ezisting  in  the  thirteenth  centnry,  and  of  the  power  of  the  Italian  craftsmen   f^îj-^QQ 
of  the  day  to  reproduce  faithfolly  and  feelingly  Boman  forms,  is  manif ested  at 
S.  Lorenzo  fuori  le   mura.  Home.     The  front  of  the  narthez  of  that  ohurch 
consista  of  a  péristyle  of  oolumns  having  oapitala  of   the  lonio  order  which 
are  as  weU  oarved  as  thongb   they  had  been   execated  1000   years   before. 
Acoording  to  Gattaneo  the  oapitals  date  from  1216-27. 
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because  the  germ  of  literary  scbolarship  had  been  entirely  lost. 
%  The  renaissance  in  architecture  was  but  a  reaction;  a  reaction 
against  Gothiç^  and,  to  some  extent,  against  the  corrupt  forms  of 
Classic  which  before  Gothic  was  introduced  had  passed  muster. 
Herein  lies  the  most  important  différence  between  the  relation 
of  architecture  and  of  literature  to  the  movement  known  as  the 
Eenaissanœ. 

A  further  différence  worth  noting  is  that  in  architecture  classic 
traditions  were  not  the  only  ones  that  had  survived.  During 
the  two  centuries,  the  thirteenth  and  fourteenth,  in  which  alone 
had  Gothic  architecture  obtained  any  footing  in  Italy,  Basilican 
and  Byzantine  traditions,  both  founded  on  Classic  art,  had  never 
been  thrown  over  entirely.^  The  basilican  plan  and  ordinance 
continued  to  be  employed  for  churohes  in  Central  and  Southern 
Italy  long  after  Gothic  had  orossed  the  frontier.  Thus,  S.  Croce, 
Florence  (c.  1300,  see  Vol.  II.  Fig.  240),  is  structurally  and  in  plan 
a  basilican  church,  although  its  arches  hâve  a  wider  span  than 
those  in  earlier  churohes,  and  they  are  pointed.  Byzantine 
influence  lasted  longer  in  some  parts  than  in  others,  and  longest 
of  ail  in  Yenetian  territory,  in  the  cities  of  Apulia,  and  in  a  few 
other  towns,  such  as  Pisa,  which  had  close  relations  with  the 
Eastem  emperors.  It  made  itself  felt  strongly  in  a  variety  of 
ways  ail  through  the  twelfth  century,  and  even  later  to  a  more 
limited  extent.*  Owing  to  Byzantine  buildings  chiefly  the  dôme 
retained  its  position  in  Italy  ail  through  the  Middle  Ages.  This 
feature  originated  in  the  East,  and  it  was  the  Eastem  builders 
that,  after  the  fall  of  Borne,  again  popularized  it  in  the  West,  as 
at  Bavenna,  in  S.  Vitale,  at  Milan,  in  S.  Lorenzo,  and  in 
churohes  in  Southern  Italian  towns  too  numerous  to  mention.  A 
long  séquence  connects  the  Panthéon,  Bome,  with  Brunelleschi's 
triumph  at  Florence.  Through  the  centuries  dômes  continued  to 
be  built  in  Italy.    The  twelfth-century  dôme  of  Pisa  Cathedral, 

'  Romanesque  architectore  made  little  impression  south  of  the  Apennines  ; 
Bologna  is  about  as  far  as  it  penetrated,  and  tliere  it  floorished  only  tentatively. 
It  consequently  exercised  no  influence  on  the  Benaissanoe  of  Florence  and  the 
other  cities  of  Central  and  Southern  Italy. 

'  In  cathedral  bronze  doors  especiaUy.  Some,  like  those  at  Benevento,  are 
said  to  hâve  actuaUy  been  designed  and  made  at  Gonstantinople.  Others,  like 
the  famous  ones  at  Trani  and  Bavello,  are  the  work  of  Barisanus  of  Trani,  and 
belong  to  the  last  quarter  of  the  twelfth  oentury.  The  art  of  bronze  founding — 
early  brought  to  a  high  pitch  of  exceUence,  as  the  famous  doors  and  frame  of  the 
Panthéon,  Bome,  testify— was  praotised  in  Italy  largely  by  the  Byzantines,  and 
remaiaed  a  living  art  long  after  it  had  reached  its  zénith  under  Ghiberti. 
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the  thirteenth-century  dôme  of  Siena  Cathedral,  that  of  the  early 
part  of  the  century  foUowing  at  Orvieto  Cathedral,  are  amongst 
the  most  notable  of  existing  Connecting  links.  The  huge  chnrch 
of  S.  Petronio,  Bologna,  was  planned  at  the  end  of  the  fourteenth 
century  to  hâve  a  central  dôme,  and  the  Florentiaes  intended  the 
Crossing  of  their  cathedral  to  be  domed  also,  although  luckily  the 
exécution  thereof  was  deferred  for  more  than  half  a  century. 

Not  one  influence,  therefore,  but  three  influences,  and  possibly 
more,  helped  to  mould  architectural  design  in  the  early  days  of 
the  Benaissance,  i,e,  through  the  greater  part  of  the  fifteenth 
century.  This  contention  cannot  be  insisted  upon  too  strongly. 
It  acconnts  for  much  that  otherwise  would  appear  phénoménal. 
To  ignore  it  îb  to  endow  Brunelleschi  and  his  immédiate  followers 
with  almost  superhuman  powers,  and  to  suggest  that  he  and  they 
evolved  plans  and  forms  out  of  their  inner  consciousness  to  a  f ar 
greater  extent  than  artists  at  any  other  period  hâve  been  able  to 
do.  Brunelleschi  reintroduced  pure  Classic  détail  ;  he  profited 
greatly  by  his  study  of  Boman  construction  ;  but  he  also  continued 
in  his  work  existing  traditions.  Not  Gothic  traditions,  because 
those  he  neither  understood,  nor  gave^  a  thought  to.  He  was  a 
sculpter  before  he  was  an  architect,  and  in  sculpture  the  influence 
of  Niccola  Pisano  was  suprême  from  the  middle  of  the  thirteenth 
century  onwards. 

The  feeling  in  Niccola  Pisano's  work  is  mainly  Classic,  owing  influence 
to  his  admiration  for  and  careful  study  of  antique  reliefs  and  piaa^j, 
sculpture  generally.  One  of  his  most  distinguished  pupils,  known 
as  Andréa  Pisano,  who  died  c,  1349,  "  carried  the  manner  of  his 
master  to  Florence,  .  .  .  and  in  the  first  gâte  of  the  Baptistery 
he  bequeathed  a  model  of  bas-relief  in  bronze,  which  largely 
influenced  the  style  of  masters  in  the  fifteenth  century."^ 
Andrea's  most  famous  pupil  was  the  artist  best  known  as 
Orcagna  (died  c,  1369),  whose  chef-éCcevAyre  is  the  tabernacle  over 
the  high  altar  in  the  church  of  Or  San  Michèle,  Florence,  which 
was  finished  in  1359,  only  eighteen  years  before  Brunelleschi  was 
born.    The  achievements  of  thèse  men  and  the  dates  when  they 

'  Symonds  says  that  the  work  of  Giovanni  Pisano,  Nicoola's  son,  shows  more 
Gk}thic  feeling  than  his  father's,  hut  the  influence  of  Glassio  composition  is  never- 
theless  visible  in  it,  and  in  many  respects  it  differs  from  the  work  of  contempo- 
rary  architecte  and  sculptors  of  more  northem  oountries.  Qiovanni's  best-known 
achievement  is  the  west  façade  of  Siena  Cathedral,  and  he,  or  his  pupils,  also 
"  beautified  "  the  little  S.  Maria  délia  Spina  at  Pisa.  Both  ezamples  are  ginger- 
bread  Gk>thic,  and  to  northem  eyes  at  least  eminently  unsatisfaotory. 
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worked  are  of  considérable  importance.  A  boy's  natural  instinct 
is  to  tum  to  small  and  délicate  détails  of  art  rather  than  to  build- 
ings as  a  whole  ;  and  Brunelleschi  was  probably  more  attracted 
by  the  former  than  by  tbe  latter.  His  training  also  in  a  gold- 
smith's  bottega  would  lead  him  in  the  same  direction.  It  is  no 
exaggeration  therefore  to  say  that  from  the  first  he  was  imbued 
with  Glassic  feeling — certainly  to  a  far  greater  extent  than  with 
Gothic.  His  contemporaries  were  similarly  placed  and  influenced. 
For  him  and  for  them  it  was  no  break  to  turn  to  pure  Classic  art  ; 
it  was  a  natural  step.  If  Gothic  had  been  alive  in  Italy,  as  it 
was  in  France  and  England,  some  wonder  might  be  felt  that  the 
Eenaissance  spread  so  rapidly  and  so  universally.  Moreover,  if 
the  public  generally  had  been  opposed  to  Classic  literature,  or  even 
merely  indiffèrent  to  it,  the  enthusiasm  of  artists  for  Glassic  archi- 
tecture might  hâve  suffered  some  check.  But  as  already  men- 
tioned,  the  very  opposite  was  the  case.  Amongst  poets,  writers, 
merchants,  princes,  as  well  as  painters,  sculptors,  architects, 
admiration  for  the  old  authors  was  great.  The  arts  of  architecture 
and  literature  were  consequently  able  to  advance  side  by  side  in 
perfect  harmony. 

The  authors  read  at  first  were  mainly  the  Latin  ones.  Interest 
in  Greek  literature  was  but  slight  until  a  somewhat  later  period. 
Petrarch  had  done  his  best  to  foster  it,  but  the  ''  Grecian  "  cuit 
cannot  be  said  to  hâve  started  before  1438,  when  the  Eastem 
emperor  visited  Florence,  and  a  council  was  held  at  Ferrara  to  try 
and  efiTect  a  union  between  the  Greek  and  Roman  Churches. 
Three  years  later  it  met  at  Florence,  on  the  invitation  of  the 
astute  Cosimo  de'  Medici,  who  saw  political,  commercial,  and 
aesthetic  advantages  in  establishing  relations  with  the  Eastem 
empire.  The  conférence  brought  together  a  number  of  learned 
men  from  the  East,  but  otherwise  accomplished  little.  The  con- 
quest  of  Constantinople  by  the  Turks  in  1453  had  more  important 
results.  It  drove  from  that  city  numerous  Greek  scholars,  who, 
with  such  manuscripts  and  works  of  art  as  they  had  been  able  to 
save,  found  a  welcome  and  a  refuge  in  Italy,  and  especially  at 
Florence.  Their  scholarship  it  was  that  led  the  Florentines  to  a 
true  and  correct  understanding  of  ancient  Greek  literature,  but 
cannot  be  said  to  hâve  had  more  than  a  small  and  very  indirect 
effect  on  the  revival  of  Classic  architecture  in  Italy.  That  was 
already  in  full  swing. 

A  difTerence  worth  noting  between  the  artistic  craftsman  of 
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Italy  in  the  foorteenih  and  fifteenth  centuries  and  his  contem- 
porarj  in  moie  northem  countries  is  that  the  latter  followed  but 
one  craft  ;  he  was  a  mason,  a  carpenter,  a  glass  stainer,  a  painter. 
The  Florentine  followed  manj.    He  undertook,  as  chance  ofTered, 
the  work  and  duties  of  an  architect,  painter,  sculptor,  bronze 
founder,  or  goldsmith.    His  versatUity  was  largely  owing  to  the 
nature  of  the  ''  botteghe  "  in  which  men  obtained  their  training. 
Each  bottega  was  literally  a  shop  in  which  the  work  was  widely 
varied,  and  where  the  master  took  orders  for,  and  he  and  his  appren- 
tices  carried  out  whatever  clients  were  willing  to  entrust  to  him.^ 
An  apprentice  in  those  days  leamt  many  trades.    He  did  not  start 
his  career  by  annonncing  his  désire  to  leam  any  one  particular 
art  or  craft.     If  he  had  his  prospective  master  would  hâve  told 
him,  in  polite,  pure  Tuscan,  that  he  was  mad  and  fit  only  to 
sweep  crossings.    Identically  the  same  training  was  gone  through 
by  Botticelli,  Orcagna,  Ghiberti,  Brunelleschi,  Ghirlandajo,  Luca 
délia  Bobbia,  Benvenuto   CelUni,  and  others.    Michael  Angelo 
started  as  pupil  to  Ghirlandajo.     It  is  a  wonderful  picture  which 
thèse  men,  with  their  mastery  of  many  arts,  présent  ;  a  picture 
which,  under  présent  conditions,  can  hardly  be  witnessed  now. 
Some  finally  achieved  success  in  one  art,  others  in  another,  but 
ail  were  trained  in  several.    Orcagna  besides  obtaining  distinction 
as  a  sculpter  and  worker  in  materials,  studied  painting,  practised 
as  an  architect,  and  was  no  mean  poet  ;  Ghiberti  is  best  known 
as  a  modeUer  and  bronze  founder,  but  he  also  painted — ^in  fact, 
his  sculpture  is  generally  pictorial.    He  was  also  an  architect,  but 
in  this  branch  he  failed.    Luca  délia  Bobbia  was  essentially  a 
modeller,  and  his  panels  of  choristers  and  of  children  dancing  for 
the  oigan  gallery  intended  for  Florence  Cathedral,  although  in 
marble,  are  plastic  in  treatment.     He  is  best  known  by  the 
coloured  and  glazed  earthenware  he  originated  and  made.    Cellini's 
salt-cellars  hâve  become  world  famous;  to  such  an  extent  that 
one  is  liable  to  forget  that  he  could  model  life-size  figures  as 
well  as  any,  as  Us  bronze  Perseus  in  the  Loggia  dei  Lanzi  proves. 
Ghirlandajo,  on  the  other  hand,  although  he  started  as  the  others 
did,  soon  oonfined    himself   to    painting,  and   Donatello,  that 
exquisite    sculpter,    failed    when    he    attempted    architectural 
design,  as  is  shown  by  the  doorways  flanking  the  small  chancel 

^  Symonds  desoribes  the  situation  bluntly  when  he  says,  *' Painting  and 
sculpture  in  Italy  .were  regarded  as  trades,  and  the  artist  had  his  bottega  jnst 
as  mnch  as  a  cobbler  or  a  blacksmith/* 
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in  the  Sisgrestia  Vecchia  of  S.  Lorenzo,  Florence.^  Brunellescïiî, 
Michael  Angelo,  and  the  most  wonderfully  versatile  product  of 
the  Benaissance,  Leonardo  da  Vinci,  are  others,  referred  to  later, 
who  practised  ail  or  most  of  the  arts. 

The  merits  and  demerits  of  the  Bottega  training  were  about 
equally  balanced.     It  tanght  men  on  traditional  Unes,  and  as  ail 
workers  went  throngh  the  same  course,  many  actually  side  by 
side,  absolute  harmony  in  the  différent  branches  of  art  was  assared. 
The  courses  probably  differed  slightly  in  the  différent  bott^he, 
although  much  the  same  work  could  be  done  in  alL    Thus,  some 
shops  apparently  had  a  spécial  réputation  for  large-size  figures  ; 
others  for  délicate  small  figures  in  preoious  métal,  or  for  coins 
and  medals,  or  for  flagons  and  tankards,  or  rings,  brooches,  and 
pretty  trinkets  generally.     In  some  mural  painting  was  the  forte 
of  the  master,  who  handled  the  brush  better  than  the  tools.     But 
in  ail,  men  obtained  an  absolutely  sound  and  broad  praotical 
training,  and  a  thorough  acquaintance  with  '^materials,  instru- 
ments, and  technical  processes  of  art."    The  training  represented 
the  survival  of  the  Mediaeval  apprenticeship  System,  but  differed 
from  it  in  its  comprehensiveness.     On  the  other  hand,  whilst 
broad  in  this  respect,  it  was  narrow  in  another  sensé.    It  confined 
/  men  too  much  to  détail.     Being  manual,  it  offered  few  oppor- 
tunities  for  mastering  big  problems  of  design.     It  was  suitable 
for  sculptors  and  painters,  but  was  not  calculated  to  produce 
architects.      Amongst   the   many  who    started  in   thèse  work- 
shops  the  two  who  achieved  greatest  distinction  in  architecture 
were  Brunelleschi  and  Michael  Angelo,  and  the  latter  hardly 
counts  as  he  left  Ghirlandajo  when  he  was  sixteen.    Brunelleschi 
succeeded  in  spite  of  this  training,  not  because  of  it.    He  was 
more  than  a  mère  worker  and  designer  in  material.     Not  so 
versatile  as  Leonardo  da  Vinci,  he  was  still  an  accomplished  and 
well-read  man.     He  made  a  spécial  study  of  perspective,  and 
evolved  what  Vasari  calls  "  a  perfectly  correct  method  of  applying 
it;  a  truly  ingénions  thing,  and  of  great  utility  to  the  art  of 
design.''   He  was  a  mathematician,  and  devoted  himself  especially 
to  geometry;  he  mastered  the  Scriptures  so  well  that  he  could 
hold  his  own  in  theological  discussion  with  dignitaries  of  the 
Church,  and  he  early  studied  the  works  of  Dante.^     In  other 

'  The  baUding  was  deûgned  by  Brunelleschi,  but  Donatello  added  the 
doorways  without  his  knowledge,  the  resuit  being  a  quarrel  which  severed  the 
long  friendship  of  the  two  men. 

'  His  father,  a  lawyer,  originally  intended  him  to  foUow  his  own  profession. 
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worâs,  he  received,  or  obtamed  for  himself,  as  libéral  an  educa* 
tion  as  the  times  allowed.  This  supplied  him  with  the  Sound 
foundation  withont  whioh  he  could  not  possibly  hâve  succeeded 
as  he  did.  His  bottega  training  helped  him  bat  little.  His 
success  was  mainly  due,  apart  from  his  scholarly  attainments 
and  native  genius,  to  his  careful  and  thorough  study  of  the 
masterpieces  of  antique  art.  He  studied  as  an  architect  should 
study,  not  so  much  small  détail — ^in  his  subséquent  work  he  often 
left  that  to  others— as  the  construction  and  planning  of  buildings, 
and  the  big  problems  of  design  which  really  constitute  architecture. 

Painting  is  the  art  in  which  the  Italians  of  the  Benaissance  Divorce  of 
earliest  acUeved  distinction,  and  it  was  the  painters  who  first  ^^^^e 
threw  over  the  traditions  of  the  bottega  training  and  eut  them-  sistorarts. 
selves  adrifb  from  the  workers  in  the  other  arts.^  The  divorce 
of  painting  from  the  sister  arts  of  architecture  and  sculpture, 
now  alas  !  gênerai  at  least  in  England,  may  be  said  to  commence 
with  the  foundation  of  a  school  for  painters  at  Padua  by  Fran- 
cesco  Squarcione  about  the  year  1430.  Squarcione,  who  seems 
to  hâve  had  no  réputation  himself  as  a  painter,  set  his  students 
to  draw  from  the  antique,  and  supplemented  this  study  by 
thorough  and  scientific  instruction  in  the  science  of  perspective.' 
But  the  chief  blow  to  the  bottega  System  was  given  by  Cosimo 
de^  Medici,  a  few  years  later,  by  the  founding,  in  the  gardons  of 
his  palace  at  Florence,  of  his  Neo-Platonic  Academy,  which  in- 
cluded  a  training  in  ail  the  arts.  The  introductory  period  of  the 
Benaissance  ends  with  the  starting  of  this  Academy,  and  with  the 
death  of  Brunelleschi,  which  took  place  in  1446.  Hic  great  artist's 
pioneer  work  was  then  bearing  fruit,  and  the  prindples  he  had 
striven  for  were  universally  accepted.  After  his  death  ancient 
classic  détail  alone  was  followed  to  the  exclusion  of  ail  other. 
What  he  and  his  successors  and  followers  accomplished  is  traced 
in  the  succeeding  chapters. 

Before  treating  of  their  work,  however,  a  few  words  may  not 

'  SymondB  sajB  that  ItaliAn  painting  has  exeroised  most  influence  on  subsé- 
quent art  ;  but  it  is  a  question  if  it  has  exeroised  more  than  Italian  Benaissance 
architecture.  The  enormous  vitality  of  the  latter  and  its  sure  foundation  on 
ancient  art,  baye  enabled  it  not  only  to  spread  rapidly  but  also  to  survive.  From 
it  has  sprung,  ever  since  the  ôfteenth  century,  save  during  the  revivalist  move- 
ments,  the  architecture  of  the  civilized  world. 

*  The  part  perspective  plays  in  early  Benaissance  painting  is  often  very  great. 
Its  use,  or  rather  abuse,  in  early  buildings  is  referred  to  later  (see  pp.  54  and 
64). 
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be  ont  of  place  regarding  the  condition  of  affaira  in  Italy  before 
the  BenaÎBsance  dawned,  and  the  reasons  why  it  started  in 
Florence,  and  wby  most  of  the  early  workers  in  the  movement 
were  Florentines. 

The  town  of  Florence,  modem  by  comparison  with  most  Italian 
towns,  succeeded  Pisa  as  the  most  powerful  city  in  Tuscany  about 
the  end  of  the  thirteenth  century.  Situated  on  the  fertile  plain  of 
the  Amo,  the  passage  of  which  river  it  commanded,  it  gradually 
developed  its  resources  and  expanded  its  bordera.  Its  citizens, 
grown  rich  by  commerce  and  conqnest,  soon  tumed  their  attention 
to  making  up  leeway  in  culture  ;  with  such  success  that  early  in 
the  fifteenth  century  the  Bepublic  of  Florence  had  become  not 
only  one  of  the  most  powerful  states  in  Italy,  but  also  the 
acknowledged  chief  centre  for  eveiything  appertaining  to  literature, 
poetry,  and  the  fine  arts.  Besides  Florence  itself,  the  Bepublic 
included  the  towns  of  Pistoja,  Prato,  Pisa,  Cortona,  Leghorn,  etc., 
the  harbour  of  the  last-named  being  a  valuable  possession  which 
gave  it  a  direct  outlet  to  the  sea.  The  other  great  powers  in 
Italy  of  this  period  were  the  kingdom  of  Naples,  the  duchy  of 
Milan,  the  republic  of  Venice,  and  the  Papacy.  In  1377  the 
Pope  had  retumed  to  Bome  from  exile  at  Avignon,  and  gradually 
the  old  city  emerged  from  the  misery  and  low  estate  to  which  it 
had  been  bronght  by  constant  wars  and  local  dissensions,  and 
once  more  took  its  rightful  place  amongst  the  cities  and  powers 
of  Italy. 

Whistler  declared  that  "There  never  was  an  artistic  period. 
There  never  was  an  Art-loving  nation."^  His  statement,  how- 
ever,  can  be  challenged  as  regards  many  periods  in  the  world's 
history  ;  for  example,  Egypt,  in  the  time  of  the  Bamesidse,  Âthens, 
in  the  âge  of  Pendes,  and  Florence  in  the  fifteenth  century.  If 
Symonds'  remark  that  every  Italian  was  a  perfect  judge  of  art, 
"  from  the  Pope  upon  S.  Peter's  chair  to  the  clerks  in  a  Florentine 
counting-house,"  has  to  be  received  with  some  reserve,  most  people 
will  endorse  his  brilliant  testimony  to  the  period  of  the  Benaissance 
in  Italy  as  "  an  âge  of  splendid  cérémonies  and  magnificent  parade, 
when  the  furniture  of  houses,  the  armour  of  soldiers,  the  dress  of 
oitizens,  the  pomp  of  war,  and  the  pageantry  of  festival  were 
invariably  and  inevitably  beautiful.  On  the  meanest  articles  of 
domestic  utility,  cups  and  platters,  door-panels  and  chimney- 
pieces,  coverlets  for  beds,  and  lids  of  linen  chests,  a  wealth  of 

>  In  his  "  Ten  O'clook." 
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artistîc  invention  was  lavished  by  innnmerable  oraftsmen,  no  less 
skilled  in  technical  détails  than  distinguished  by  rare  taste."  ^  At 
the  same  time  there  were  doubtless  Florentines  who  cared  nothing 
about  art — as  in  a  warlike  race  there  are  to  be  found  some  who 
hâve  no  stomach  for  fighting — but  the  long  list  of  patrons  of  art 
in  Florence,  and  the  achievements  in  art  accompUshed  there,  show 
that  the  artistic  feeling  was  widespread. 

The  government  of  Florence  rested  in  the  hands  of  the  seven  The  Artl 
great  "  Arti,"  or  Guilds — the  wool  dressers,  cloth  dressers,  money  ®'  ^®'" 
changers,  lawyers,  silk  merchants,  apothecaries,  and  fmriers.  Ail 
the  leading  merchants  and  traders  were  members  of  one  or  other 
of  thèse  societies.  The  craftsmen's  guilds  were  minor  ones,  and 
were  affiliated  to  the  greater  guilds  ;  the  goldsmiths,  for  instance, 
being  under  the  protection  of  the  silk  merchants.^  The  wealthy 
burghers  were  the  patrons,  as  was  only  natural  in  a  commercial 
city,  and  the  architects,  sculptors,  painters,  goldsmiths^  etc.,  were 
their  employées.  The  guild  that  exercised  most  influence  over  art 
in  the  city  was  the  Arte  délia  Lana,  or  guild  of  wool  dressers, 
under  whose  care  espeoially  was  placed  the  building  of  the  dôme 
of  the  cathedral,  including  the  obtainiug  of  the  funds  necessary 
for  that  purpose. 

Although  Florence  was  a  republic,  one  Florentine  family  in  r^^ 
particular  stands  out  above  ail  others  as  not  only  the  most  "Medioi." 
powerful  in  the  history  of  the  city,  but  also  as  one  of  the  most 
famous  in  the  annals  of  the  whole  of  Italy.  The  Medici  were 
orlginally  merchants  in  Florence.  Acquiring  great  wealth  and 
influence  they  rose  rapidly,  and  practically  became  absolute  rulers 
of  the  town.  Nor  was  their  influence  confined  to  Florence  alone. 
Tounger  sons  either  became  heads  of  other  states,  like  Lorenzo, 
Duke  of  Urbino  (1492-1519),  or  else  went  into  the  Church  and 
achieved  the  highest  honours,  like  Giovanni,  proclaimed  pope  in 
1513  and  famous  as  Léo  X.,  or  like  Giulio,  later  known  as 
Clément  YII.  The  daughters  of  the  family  in  many  cases  married 
royalty;  the  most  famous  being  Catherine,  wife  of  Henry  II., 
King  of  France.  The  best  known  of  the  Floreutine  rulers  are 
Cosimo,  died  1464,  the  founder  of  the  Platonic  Academy  and  the 
world-renowned  Biblioteca  Laurenziana,  who  was  the  patron  of 

1  «  The  Fine  Arts,"  p.  8. 

'  BroneUeschi,  besides  being  a  member  of  the  goldsmiths,  was  enrcUed  in 
the  flilk  guild,  but  similar  honour  was  accorded  to  but  few  of  his  artist  oontem- 
poraries. 
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Bninelleschi,  Michelozzo^  and  of  artiste  and  the  arts  generally; 
and  his  grandson  Lorenzo  (1449-92),  known  as  II  Magnifico, 
who,  besides  achieving  great  réputation  as  a  statesman,  wrote 
poetry,  and  was  a  patron  of  poets.  After  his  death  the  fortunes 
of  the  Medici  somewhat  declined,  but  for  over  two  hundred 
years,  until  the  race  became  eztinct  in  1737,  it  remained  the 
ruling  dynasty  in  Florence. 


K 


CHAPTER  II 

THE  HISTORY  OF  THE  RISE  IN  FLORENCE 

The  work  now  to  be  considered  reqaires  in  some  respects  différent  The  Medi- 
grouping  from  that  already  dealt  with  in  the  two  préviens  volumes,  ^^iteot. 
In  discussing  the  buildings  of  the  Middle  Ages  it  is  often  diffi- 
cult  to  décide  to  whom  should  be  given  the  crédit  for  any  design. 
The  master  mason  responsible  for  it  was  merely  chief  amongst  his 
fellows  ;  otherwise  he  differed  little  from  them.  He  had  received 
the  same  éducation  as  they  ;  had  begun  like  them  on  the  bottom 
rung  ;  was  recompensed  for  his  work  in  similar  fashion,  although  no 
doubt  on  a  somewhat  higher  scale  ;  and  owed  his  position  entirely 
to  haviog  proved  his  superior  skill  as  a  designer  or  constructor. 
Diligent  research  has  brought  to  light  the  names  of  some  of  thèse 
master  builders,  those  employed  on  cathedrals  or  large  churches  ; 
but  the  majority  hâve  yet  to  be  discovered,  and  the  authors  of 
smaller  buildings  and  fittings  are  almost  unknown.  In  medisBval 
architecture,  therefore^  the  individual  counts  for  little.  His  identity 
is  merged  in  his  work.  The  names  Bobert  de  Goucy,  Bobert 
de  Luzarches  recur  to  few  ;  but  Beims  and  Amiens  Cathedrals  are 
known  to  every  one.  By  them  and  by  other  important  buildings 
one  traces  architectural  development. 

In  the  Benaissance,  on  the  other  hand,  the  individual  counts  The  Be- 
for  much.  Designers  came  to  the  front,  and  became  a  thing  ^^^^^^^ 
apart  from  the  workmen  who  carried  ont  their  designs.  Abuse 
has  been  levelled  at  the  movement  in  conséquence.  The  method 
in  vogue  before  it  commenced  has  been  lauded  at  its  ezpense. 
But  one  thing  is  certain  :  if  the  personality  of  several  great  artiste 
could  not  hâve  asserted  itself  ;  if  the  life  in  Florence  and  other 
large  Italian  cities  had  not  given  thèse  artists  the  opportunity  to 
proclaim  their  personality,  and  to  rise  above  the  ruck  of  médiocre 
workmen,  there  might  hâve  been  a  Benaissance  in  architecture — 
since  that  was  desired  by  a  cultured,  artistic  people, — but  instead 
of  décades,  centuries  would  hâve  passed  before  it  was  definitely 
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established.  When  one  thinks  of  Italîan  Benaissance  architecture, 
one's  first  thoughts  go  to  Brunelleschi,  Alberti,  Bramante,  Peruzzi, 
Michael  Angelo,  Palladio,  and  others  almost  as  famous.  Tbeir 
lives  and  achievements  illustrate  the  advances  made  from  time  to 
time.  For  tMs  reason,  in  this  and  subséquent  chapters,  save  in 
those  dealing  solely  with  developments  in  plan  and  construction, 
the  buildings  which  bave  been  selected  as  illustrative  of  each 
period,  and  to  exemplify  progress,  are  grouped  mainly  under  the 
names  of  tbeir  authors. 

Brunelleschi's  early  training  in  a  sculptor-goldsmith*s  work- 
shop  and  bis  scbolarly  attainments  bave  already  been  referred  to. 
Little  is  known  about  what  he  accomplisbed  as  a  sculpter  and 
bronze  founder  before  1400  ;  but  bis  réputation  even  then  must 
hâve  been  considérable,  as  he  was  enrolled  a  member  of  the  Silk- 
workers  Guild  in  1398,  and  in  1401  was  one  of  the  half-dozen 
sculptors  invited  to  compote  for  the  second  pair  of  bronze  doors 
for  the  Baptistery  of  Florence.^  In  this  compétition,  luckily  for 
architecture,  he  failed  ;  Lorenzo  Ghiberti's  panel  being  placed 
first  and  bis  second  ;  although  the  judges  hesitated  considerably 
before  coming  to  a  décision.^  His  failure  decided  him  to  dévote 
Uimself  to  larger  problems  of  design,  and  with  this  purpose  in 
view  he  started  for  Bome  in  1609'with  Donatello,  then  a  lad  of 
sixteen,  as  his  companion.        '^  ^ 

At  Bome  Brunelleschi  remained  four  years  ;  some  authorities 
say  without  a  break,  others  that  he  retumed  to  Florence  for  a 
few  months  after  a  year  and  a  half  s  sojoum.  It  is  immaterial 
which  is  true  ;  ail  agrée  that  the  period  he  spent  studying  in  Bome 
was  considérable.  During  that  time  he  supported  himself  partly 
on  the  proceeds  of  a  property  he  had  sold  before  leaving  Florence, 
and  partly  by  working  at  his  craft  of  sculptor-goldsmith.  Yasari 
gives  a  vivid  picture  of  the  life  he  led  there.  He  measured  and 
drew  the  plans  and  construction  of  ail  kinds  of  buildings,  "  temples, 
round,  square,  or  octagon,  basilicas,  aqueducts,  baths,  arches,  the 
Colosseum,  amphithéâtres,  and  every  church  built  of  bricks,  of 
which  he  examined  ail  the  modes  of  binding  and  clamping,  as 
well  as  the  tuming  of  the  vaults  and  arches."    At  the  back  of 

^  The  firat  pair  had  been  exeouted  by  Andréa  Pisano  in  1886. 

s  The  termB  of  the  compétition  were  that  each  competitor  should  cast  and 
model  in  bronte  one  panel  to  a  given  shape  and  size  representing  Abraham's 
sacrifice.  The  trial  panels  by  Ghiberti  and  Brunelleschi  are  now  presenred  in 
the  BaigeUo,  Florence.  Brunelleschi's  panel  is  certainly  the  more  striking,  the 
modeUing  of  the  horse  in  the  foreground  being  partlcularly  powerful. 
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hia  mind  was  ever  thé  deaire  to  complète  the  cathedra!  ic  bis 
native  citj.  This  waa  hia  giest  ambition  ;  aod  few  men  bave  set 
before  thernselves  one  definite  object  in  life,  and  bave  bad  to  wait 
longer  for  its  realizatioD. 


Tbe  Catbedral  of  Florence  waa  begun  by  Axnolfo  in  tbe  laat  ^^'' 
few  yeara  of  tbe  tbirteentb  centnry,  and  was  unfinisbed  at  his  dnl. 
deatb  in  1311.    Âfter  the  plagu©  of  1348,  vblcb  correaponds  to 
our  "  Black  Death,"  tbe  waEs  of  the  nave  were  raised,  and  tbe 
building    otherwise    enlai^^. 
In  1366  an  aasembly  of  archi- 
tects  settled  the  plan  of  the 
eaatem  arm,  and  probably  de- 
cided  alao  the  shape  of  the 
dôme  which  was  to  cover  the 
great  octagon.    But  tbat  dôme 
waa  never  built,    The   three 
octagonal  apses,  or   tribunes, 
suiroandiag  the  central  octa- 
gon were  covered  in,  and  the  p,    ^ 
walling  of    tbe    octagon   was 

carried  as  bigb  as  the  cornice  which  ranges  with  the  comice  above 
the  clerestory  of  the  nave.  Then  tbe  work  atopped.  Tbe  intention 
eyidently  was  to  start  the  dôme  from  tbat  leveL  This  ia  confinned 


f 
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by  the  view  of  the  cathedral  piotured  in  one  of  the  well-known 
frescoes  in  the  Capella  degli  Spagnuoli  in  the  church  of  Santa 
Maria  Novella.^ 
Gonfer-  The  next  conférence  was  held  in  1407,  and  this  brought 

dome!^^  Brunelleschi  poet-haste  back  to  Florence,  full  of  projects  and 
ideas.  What  thèse  were  he,  wise  man  as  he  was,  kept  in  the 
main  to  himself  ;  the  only  ones  he  diyulged  being  that  the  dôme 
should  be  raised  on  a  drum  15  braccia  high,  and  that  eight  circular 
Windows  shonld  be  inserted  in  the  drum,  one  on  each  side.^  The 
next  ten  years  he  spent  partly  in  Eome  and  partly  in  Florence» 
devoting  ail  his  spare  time  to  perfecting  his  scheme.  During 
this  period  the  drum  he  insisted  upon  was  built,  and  he 
made  drawipgs  for  the  completion  of  those  portions  of  the  east 
end  which  were  still  unfinished,  notably  the  upper  parts  of  the 
small  apses  between  the  tribunes.  Thèse  were  carried  out.  In 
May,  1417,  the  authorities  paid  him  for  this  work,  and  tried  to 
worm  out  of  him  how  he  proposed  to  construct  the  dôme.  This 
for  some  time  he  refused  to  state;  refused  also  to  show  the 
models  he  had  prepared.  The  chief  difficulty  to  be  overcome 
was  the  one  the  £omans  had  been  confronted  with,  and  had 
solved  so  satisfactorily,  namely,  how  to  construct  a  dôme  of 
vast  dimensions  without  elaborate  and  expensive  centering. 
Brunelleschi  claimed  that  he  could  dispense  with  centering; 
could  build  "  without  any  framework  whatsoever."  His  assertion 
was  regarded  as  an  idle  boast,  and  was  received  with  ridicule. 
In  reply  he  asked  for  another  compétition.  This  resulted  in  a 
variety  of  proposais  being  put  forward  by  other  men,  mostly| 
impossible.  The  only  one  that  might  hâve  been  practicable  was  * 
that  a  central  colunin  should  be  erected,  and  the  masonry  of  the 
dnim  during  construction  strutted  up  from  that;  somewhat  on 
the  lines  of  the  central  revolving  post  which  the  Byzantine 
builders  in  the  East  had  used  for  constructing  small  stone  drums.^ 

^  The  date  of  the  fresooes  is  not  known  for  certain.  Yasari  says  they  were 
painted  by  Taddeo  Gaddi,  who  suooeeded  Giotto  as  architeot  of  the  oathedral. 
The  piotore  is  evidently  not  of  Amolfo's  church,  but  of  the  Duomo,  as  proposed  to 
be  ônlarged  in  the  fourteenth  century. 

'  The  Florentine  bracoio  was  28  inches,  and  this  is  of  some  interest  as 
showing  that  old  Boman  measnres  were  stiU  current.  Â  standard  Boman 
measnre  was  the  square  brick  used  in  concrète  waUs  and  vaults  for  bonding 
(see  Vol.  I.  pp.  117-121).  This,  acoording  to  Middleton,  was  2  Roman  feet 
square,  i,e.  28  English  inches.  The  braccio  is  stiU  sometimes  employed  in  Italy 
as  a  measure. 

'  See  Choisy,  *<  L'Art  de  bâtir  chez  les  Byzantins."     The  most  fanciful 
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The  new  compétition  was  announced  on  August  19^  1418,  and  the 
designs  and  models  were  snbmitted  before  the  end  of  the  year. 
One  was  "  a  model  in  brick  and  mortar,  without  scaflfolding/'  by 
Brunelleschi.  Leader  Scott  states  that  ^  ''  in  Signor  Cesare  Guasti's 
collection  of  archivial  documents  regarding  the  building  of  the 
Duomo,  we  find  that  from  October  to  December,  1418,  several  of 
the  masters  .  .  .  were  receiving  payment  for  building  a  model  in 
masonry  of  Brunelleschi's  plan  for  the  capola."  According  to  the 
same  writer,  ''  this  brick  model,  which  was  built  on  the  Piazza  del 
Duomo,  remained  there  until  1430,  wben  the  Opéra  ordered  its 
destruction."  Thèse  statements  dispose  of  the  hitherto  accepted 
belief  that  Brunelleschi  declined  entirely  to  disclose  his  scheme 
before  the  work  was  entrusted  to  him,  but  he  doubtless  kept  secret 
many  of  its  détails. 

Finally,  after  much  discussion  and  waste  of  time,  Brunelleschi,  Bnmei. 
in  1420,  was  appointed  architect  to  complète  the  dôme.     But  the  J^f^^ted 
members  of  the  building  guild — ^the  Arte  dei  Maestri  di  Pietra  to  boUd 
e  Legnane — and  many  of  the  citizens  were  up  in  arms  at  what  *^®  ^®™®' 
they  termed  the  rashness  of  entrusting  so  important  and  difficult 
a  work  to  one  man.     In  conséquence  of  their  agitation,  Ghiberti, 
his  old  competitor  for  the  gâtes  of  the  Baptistery,  was  appointed 
as  his  colleague.     Brunelleschi  was  bitterly  disappointed  ;  but  the 
story  told  about  the  way  that,  three  years  later,  he  got  rid  of  his 
rival  is  characteristic  of  the  man.     Knowing  that  Ghiberti  had  no 
constructive  skill,  at  a  critical  moment  when  the  dôme  had  started 
and  the  workmen  were  waiting  for  orders,  he  took  to  his  bed, 
and  announced  that  he  was  seriously  ill.    To  ail  requests  from 
the  Syndics  and  workmen  for  instructions  he  replied,  ''  Cgnsult 
Ghiberti."    The  latter,  helpless  and  incompétent,  resigned;  and 
Brunelleschi  promptly  recovered.     From  1423  until  his  death 
he  had  sole  charge  of  the  work.    When  he  died  the  dôme  was 
finished  with  the  exception  of  the  lantern,  for  which  he  left  a 
model  (still  preserved)  and  complète  written  instructions. 

From  the  statements  that  he  made  in  writing  from  time  to 
time  to  the  Syndics  and  committees,  it  is  certain  that  Brunelleschi 
knew  from  the  first  what  he  intended  to  do,  and  if  he  had  been 

snggâBiion  of  nU  was  that  a  motmd  of  earth  of  the  requisite  size  and  shape  should 
be  fonned,  which  could  be  cleared  away  when  the  dôme  was  built  ;  and  that 
coins  should  be  imbedded  in  the  mass  as  an  inducement  to  boys  to  help  in 
its  dearance. 

^  <*  The  Gathedral  Builders/'  by  Leader  Scott,  p.  840.   She  quotes  from  Signor 
Cesare  Guasti's  ^  La  Gupola  di  Santa  Maria  del  Flore/'  pp.  34,  85. 

VOL.  m.  C 


Fia.  8.    {L.  Wilkinw».) 


a  S.  Cboce,  Flobbbce. 


Fui.  5.— Cappella  Pazzi,  Florence. 
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truBted  the  dôme  might  bave  been  commenced  many  years  earlier. 
There  is  no  need  to  state  hère  bis  proposais,  because,  except  in  a 
few  détails  of  minor  importance,  tbey  were  carried  out  as  described 
in  Ghapter  VIII.  Wbetber  bis  scbeme  was  cbiefly  tbe  resnlt  of 
bis  study  of  Classic  metbods  of  dôme  construction,  or  wbetber  be 
foUowed  mainly  old  vemacular  traditions  wbicb  bad  been  aban- 
doned,  but  not  altogetber  forgotten,  during  two  oenturies  of  Gotbic 
building,  is  also  discussed  tbere. 

Mucb  tbe  same  question  anses  over  tbe  dôme  of  tbe  Pazzi  Dôme  of 
Cbapel,  alongside  Santa  Croce,  Florence.  Tbe  probability  is  tbat  Q^imel 
in  tbis  instance  tbe  form  adopted  was  tbe  resuit  of  Ûngering 
Byzantine  and  Romanesque  traditions.  Tbe  dôme  starts  from 
pendentives,  witbout  a  drum,  but  is  not  a  true  bemispbere.  It 
is  divided  by  ribs  into  twelve  concave  compartments.^  As  in 
S.  Vitale,  Bavenna,  and  numerous  Romanesque  cburcbes  in  Italy 
and  Germany,  it  does  not  sbow  extemally,  but  is  covered  by  a 
ilat  pitcbed  roof,  tbe  timbers  of  wbicb  rest  on  a  circular  wall, 
wbicb  is  carried  up  to  reçoive  them.  In  plan  tbe  cbapel  consists 
of  a  nartbex,  nave,  and  small  square  cbancel.  In  addition  to  tbe 
central  dôme,  tbere  are  dômes  over  tbe  cbancel  and  entrance  bay 
of  tbe  nartbex,  wbilst  tbe  rest  of  tbe  cburch  is  barrel  vaulted. 
Tbe  façade  is  cbiefly  remarkable  for  tbe  bappy  blending  of  arcb 
and  lin  tel  construction.  Tbe  effect  of  weakness  wbicb  sometimes 
results  from  sucb  a  combination  is  prevented  by  tbe  panelled 
masses  above  tbe  columns.  Thèse  also  neutraUze  tbe  latéral 
thrusts  of  tbe  barrel  vaults  over  the  ends  of  the  nartbex,  aud 
impart  real  and  apparent  stability.  As  an  architectural  composi- 
tion it  is  one  of  tbe  most  beautiful  ever  devised.^ 

Two  other  ecclesiastical  examples  by  Brunelleschi,  the  cburcbes  Brunel- 
of  San  Lorenzo  and  Santo  Spirito,  Florence,  demonstrate  tbe  tbird  ohuroheB. 

>  Other  Benaissanoe  dômes,  similar  in  form  to  the  dôme  of  the  Paszi  Ohapel, 
are  over  the  Sacristies  of  S.  Lorenzo  and  S.  Spirito,  Florence,  and  S.  Satiro, 
Milan  (see  Fig.  24),  the  ohnroh  of  S.  Maria  délie  Carceri,  Prato,  and  are  some- 
times fonnd  in  later  ohurches.  Thèse  dômes  oan  be  oompared  with  the  dôme 
over  the  sixth-oentury  ohnrch  of  S.  Sergios  and  Baochus,  Constantinople,  and 
the  semi-dome  over  the  great  apse  in  Hadrian's  Villa,  Tivoli,  in  whioh  ezample 
each  altemate  oompartment  is  concaye  (see  Vol.  I.  Fig.  96). 

*  Mr.  G.  H.  Moore,  in  his  *'Character  of  Renaissance  Architecture,"  désig- 
nâtes the  carrying  of  a  barrel  vanlt  on  an  entablature  above  columns  ''bad  archi- 
tecture.** He  States  that  an  '*  order  bas  no  power  of  résistance  to  the  thrusts  of 
vaulting,*'  but  inasmuch  as  the  entablature  intervenes,  and  the  latéral  thrusts 
are  neutralised,  there  is  little  différence  between  this  front  and  a  wall  pierced 
with  openings  which  carries  a  barrel  vault. 
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iofluence  mentioned  as  conspionotia  io  early  It&lian  Ben&iss&nce, 
viz.  tbe  b&silican,  and  therefore  may  be  coosidered  cow.  Thèse 
cbnrches  bave  little  in  oommon  witb  later  examples.  His  first  work 
at  S.  Lorenzo  was  tbe  north  eacristy,  or  Sagrestia  Vecchia,  Tbia  and 
tbe  cbapels  and  transepts  af  the  cliurcb  were  finished  before  his 


deatb,  but  tbe  nave  was  not  commenced  untilafter.  It  is  donbtful 
if  any  portion  of  S.  Spirito  was  bnilt  dnring  bis  lîfedme.  In  the 
fifteenth  centory,  cburches,  as  well  as  palaces,  often  took  long  to 
build,  and  there  waa  frequently  considérable  detay  in  makîng  a 
start.  S.  Spirito  is  cniciform  in  plan,  and  in  thia  respect  départs 
somewbst  from  tbe  usnal  basilican  type,  and  approacbes  nearer  to 
noTtbeni  medisaval  cburches.  Otberwise  ît  différa  little  in  size, 
construction,  and  internai  ordinance  from  S.  Lorenzo. 
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S.  Lorenzo  foUows  veiy  closely  the  early  basilican  ohurches  in  S.  Lo- 
Eome.^    The  chief  difiference  is  that  the  croasing  is  covered  by  a  '®°'^' 
dôme  on  pendentives  necessitating  both  longitudinal  and  trans- 
verse  arches  for  its  support.    The  aisles  are  divided  into  bays  by 
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transverse  arches,  and  each  bay  is  domed.  In  basilican  churches 
aisles  hâve  either  continuons  intersecting  vaults,  as  in  S.  Maria 
Maggiore,  Borne,  or  else  flat  ceilings.  Apart  from  détail,  thèse 
are  the  only  discrepancies.  Nave,  chancel,  and  transepts  are 
covered  by  âat  timber  ceilings  heavily  co£fered,  the  arches  of  the 
arcades  are  semicircular,  the  bays  numerous  and  close  together, 
and  above  the  arches  is  a  continuons  entablature  over  which  is 
a  clerestory  similar  to  that  in  basilican  churches.  The  splendid 
mosaics,  however,  frequently  found  in  the  latter  are  wanting. 
Fictorial  painting  had  destroyed  the  older  art. 


*  It  is  said  to  be  bnilt  on  the  site  of  an  early  choroh,  but  it  is  doubtful  if  old 
foxindations  had  an3rthing  to  do  with  BruneUeschi's  plan. 
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HpMnuis  A  comparison  between  the  plans  of  S.  Lorenzo  and  S.  Croce, 

of  bays.  Florence  (see  Vol.  II.  Fig.  240),  shows  how  corapletely  Branel- 
leschi  departed  from  the  spaciiig  of  Italian  Gothic  churches.  The 
nave  of  each  chnrch  has  eight  bays  (exclusive  of  the  bay  at  the 
Crossing  in  S.  Lorenzo),  but  whereas  those  of  S.  Lorenzo  are  barely 
22  feet  centre  to  centre,  the  total  length  beiug  175  feet,  in 
S.  Croce  they  are  over  4.0  feet,  and  together  measure  325  feet.^ 
Entabla-  Fault  has  been  found  with   Brunelleschi  for  the  squares  of 

coiumna.  entablature  above  the  columns  in  both  S.  Lorenzo  and  S.  Spirito. 
If  précèdent  be  any  excuse  he  could  claim  it  to  a  limited  extent  ; 
as  in  early  churches  and  also  in  antique  buildings  similar  squares 
are  to  be  found.  But  it  is  difKcult  to  recall  a  single  example  in 
either  class  in  which  isolated  columns,  crowned  in  this  fashion, 
stand  in  a  row  canying  a  séries  of  arches.  In  S.  Costanza,  Bome, 
there  are  ooupled  columns  (see  Vol.  I.  Fig.  140)  with  entabla- 
tures  above;  and  in  many  Boman  buildings  columns  similarly 
treated  stand  in  front  of  piers  or  walls  and  carry  the  springing 
of  vaults,  as  in  the  basilica  of  Constantine  (see  Vol.  I.  Fig.  81), 
the  baths  of  Diocletian,  etc.  In  basilican  churches  a  like  treat- 
ment  is  not  uncommon  under  the  triumphal  arch,  as  in  S.  Maxia 
in  Trastevere,  Eome  (see  Vol.  I.  Fig.  118).  The  Byzantine 
builders  also  generally  inserted  a  dosseret  above  capitals,  and  in 
both  Italian  and  Southern  French  Romanesque,  an  extra ,  abacus  . 
is  frequently  added  in  place  of  a  dosseret.  The  later  mediseval 
builders  in  Italy  did  much  the  same  thing.  During  the  thirteenth 
and  fourteenth  centuries  arches  in  that  country  rarely  sprang 
direct  from  a  capital.  Generally  there  was  an  intervening  die — 
with  a  capping  moulding,  as  in  the  Loggia  dei  Lanzi,  the  nave 
of  Florence  Cathedral,  etc.  The  inclusion,  therefore,  by  Brunel- 
leschi of  an  entablature  was  more  in  the  nature  of  a  survival 
than  a  revivaL  He  probably  felt,  as  others  liad  before  him,  that 
a  Gorinthian  capital,  with  its  weak  and  curving  abacus,  is  about 
as  unsatisfactory  form  as  could  well  be  chosen  from  which  to 
start  an  arch.  An  entablature  at  ail  events  provides  something 
square  at  the  springing;  and  when  the  whole  is  so  exquisitely 
proportioned  as  in  S.  Lorenzo  criticism  is  disarmed.  Moreover, 
there  was  an  additional  reason  for  its  insertion  in  that  church. 
Brunelleschi  required  an  entablature  along  the  aisle  walls  from 

^  Oompare  also  with  the  plan  of  Florence  Cathedral  (Fig.  1).  In  old  basilican 
ohorohes  the  bays  are  seldom  more  than  12  feet  centre  to  centre  ;  even  in  S.  Paolo 
fuori  le  Mura,  Borne,  they  are  only  18*4. 
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which  to  start  bis  transverse  arches  and  dômes.  He  also  wanted 
pilasters  between  bis  recesses.  Thèse  and  the  columns  of  the 
arcades  had  to  be  the  same  heîght;  so  either  the  wall  entabla- 
tures  had  to  be  omitted,  or  else  entablatnres  placed  above  the 
columns.  The  architects  who  foUowed  Brunelleschi  not  only 
accepted  this  superimposition,  but  made  it  a  rule.  Later  généra- 
tions, however,  bave  not  endorsed  it.  An  entablature  is  still 
regarded  as  an  essential  over  piers  carrying  arches,  but  is  rare 
now  above  columns  performing  the  same  function,  unless  tbey  are 
in  pairs.  In  the  latter  case,  as  in  the  courtyards  of  the  Borghese 
Palace,  Bome  (see  Fig.  41),  the  Palazzo  Marine,  Milan,  etc.,  an 
entablature,  or  some  subâtitute,  is  absolutely  necessary  to  unité 
the  columns  at  the  top  and  form  a  solid  and  continuons  springing 
for  the  arches.  In  many  such  examples  the  three  divisions  of 
an  entablatare  are  merged  into  one — as  had  been  done  centuries 
before  the  Benaissance  in  the  caryatid  porch  of  the  Erechtheum 
(see  Vol.  I.  Fig.  61) — and  the  height  of  the  super  feature  thus 
somewhat  reduced.  This  was  particularly  well  managed  by 
San  Gallo  in  the  piers  of  the  courtyard  of  the  Famese  Palace, 
Bome  (see  Fig.  50). 

A  favourite  device  of  Brunelleschi's  was  to  dispense  with  any  Traits  of 
moulding  or  impost  at  the  springing  of  an  arched  opening,  and  leschi's 
to  continue  the  architrave  at  the  sides  round  the  head.      He  work. 
foUowed  this  in  the  side  chapels  and  in  the  saoristy  of  S.  Lorenzo, 
in  the  church  of  the  Badia  of  Fiesole,  on  one  of  the  hills  above 
Florence,  in  S.  Spirito,  in  the  Windows  at  the  back  of  the  narthex 
of  the  Pazzi  Cbapel,  and  elsewhere. 

For   the  continuons  entablature  he  had  a  great    fondness.  Continu- 

011s     flTI  m 

Along  the  aisles  of  S.  Lorenzo,  and  in  the  sacristy  of  that  church  ;  tablature. 
in  the  narthex  and  round  the  interior  of  the  Pazzi  Chapel,  he 
carries  bis  cornice,  frieze,  and  architrave  without  a  break  ;  notwith- 
standing  that  in  ail  cases  there  are  pilasters  at  intervais  below 
the  entablatnres,  and  over  thèse,  above  the  pilasters,  transverse 
arches.  There  is  nothing,  therefore,  to  carry  the  eye  upwards 
and  connect  the  two,  save  that  in  the  Pazzi  Chapel  and  in  the 
sacnsty  of  S.  Lorenzo  there  are  medallionB  in  the  frieze.  In  the. 
church  itself  the  frieze  is  plain.  Brunelleschi  bas  been  blamed 
for  this  composition,  but  unjustly.  Of  two  evUs  choose  the  less. 
A  small  break  in  the  frieze  and  in  the  lowest  member  of  the 
cornice  might  hâve  been  no  drawback,  but  he  appreciated  too  well 
the  sensé  of  breadth  and  repose  which  a  continuons  entablature 


^ 
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gives  to  départ  from  it  without  very  stroug  reasons.  The  Romans 
seldom  broke  their  entablatures,  never  at  their  best  period  ;  and 
the  glorious  Unes  of  the  Golosseum  and  Théâtre  of  Marcellus  were 
probably  ever  in  Bmnelleschi's  mind. 

Brunelleschi  owes  the  commanding  position  he  occupies  as  the 
first  of  a  long  Une  of  distinguished  architects  of  the  Renaissance 
to  his  great  constructive  skill,  his  thorough  stndy  of  ancient  work, 
his  indomitable  pluck,  and  his  confidence  in  his  own  powers. 
When  Pope  Eugenius  IV.,  noting  his  smaU  stature,  asked 
sarcasticaUy,  "  Are  you  the  man  who  can  move  the  world  ?  "  he 
is  said  to  bave  repUed,  "  Show  me  where  I  can  fix  my  lever,  and 
this  moment  your  Highness  shall  see  what  I  can  do."  ^  His 
confidence  enabled  him  to  undermine  the  authority  of  the  Arte 
dei  Maestri  di  Pietra  e  Legnane,  to  use  its  members  as  his 
servants,  and  to  estabUsh  the  différence  between  a  designer  ajid 
those  who  carry  out  a  design.  He  had  the  knowledge  and  power 
necessary  to  ensure  that  his  work  should  be  executed  as  he  wished. 
His  contemporaries  ended  by  acknowledging  his  superiority.  Not 
many  of  his  buildings  were  finished  during  his  lifetime;  the 
exceptions  being  the  Pazzi  Chapel,  the  sacristy  and  chapels  of  S. 
Lorenzo,  the  piazza  of  the  Foundling  Hospital,  and  the  fortifica- 
tions which  on  more  than  one  occasion  he  was  called  upon  to 
design  and  superintend.  The  dôme  of  Florence  Cathedral  lacked 
its  lantem  at  his  death,  and  S.  Lorenzo  to  this  day  is  without  a 
façade.  In  domestic  work  he  had  no  better  luck.  A  start  had 
been  made  on  the  Pitti  Palace  (see  p.  32),  but  the  Palazzo  Quara- 
tesi  (see  Fig.  10)  apparently  had  not  even  been  commenced.  His 
many  absences  from  Florence,  for  both  public  and  private  reasons, 
and  the  large  amount  of  time  he  gave  to  personal  superintendence 
of  the  building  of  the  cathedral  dôme,  also  prevented  his  giving 
fuU  attention  to  such  works  as  progressed  during  his  lifetime. 
But,  expept  in  one  or  two  instances  which  are  recorded,  his  designs 
were  evidently  executed  without  altérations.  His  command  over 
pure  Classic  détail  was  great,  and  his  treatment  of  it  essentially 
original.  He  was  no  mère  copyist.  The  introduction  of  the 
cherub  heads  in  the  frieze  above  the  columns  of  the  façade  of  the 
Pazzi  Chapel  (see  Fig.  4)  was  a  happy  inspiration  without  a 
parallel  in  Roman  work.  In  some  respects  his  détail  is  superior 
to  the  models  he  foUowed  ;  it  is  often,  in  fact,  more  reminiscent  of 
Greek  forms  than  of  Roman.     The  feeling  in  the  façade  of  the 

>  MUizia,  **  Lives  of  Gelebrated  Arohitects,"  p.  186. 
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Pazzi  Ghapel  as  a  whole  is  Greek,  notwithstanding  t^e  introduc- 
tion of  the  arch.  He  may  hâve  absorbed  his  feeling  from  the 
studj  of  fragments  of  pure  Greek  art  in  Some,  or  of  the  temples 
of  Magna  Grœcia.  On  the  other  hand,  the  great  refinement  and 
delicacy  of  his  détail  may  be  chiefly  the  resuit  of  his  innate  feel- 
ing for  the  beautiful.^ 

Finally,  he  was  most  fortunate  in  the  coUeagues  whom  he  hîb 
chose  to  coUaborate  with  him.  Donatello  executed  for  him  the  ooUabora- 
cherub  heads  on  the  frieze  over  the  columns  in  S.  Lorenzo, 
and  other  work  in  the  old  sacristy  of  that  church,  and  with 
the  assistance  of  Desiderio  da  Settignano  carried  out  the  medal- 
lions  in  the  frieze  round  the  Pazzi  Ghapel  inside,  and  those  in 
the  frieze  above  the  columns  of  the  façade  (see  Figs.  3  and  5). 
To  Donatello  also  are  attributed  the  shields  on  the  Palazzo 
Quaratesi.  In  the  Ospedale  degli  Innocenti,  Andréa  délia  Bobbia 
added  the  well-known  oircles  of  babies  in  swaddling  clothes,  and 
it  must  be  admitted  by  doing  so  gave  distinction  to  what  other- 
wise  would  hâve  been  a  somewhat  tame,  albeit  délicate  and 
refined,  design.  Collaboration  amongst  architects  and  sculptois 
in  the  fifteenth  century  was  common  ;  and  in  entrusting  détail 
work  to  others  Brunelleschi  only  followed  the  gênerai  custom. 
He  seems,  however,  to  hâve  carried  it  farther  than  most.  He 
could  hâve  done  the  work  himself,  probably  as  well  as  they,  but 
he  preferred  to  dévote  his  énergies  to  the  bigger  problems  of 
architectural  design.  It  is  this  that  chiefly  distinguishes  him 
from  his  fellows.  He  was  a  designer  in  great  ;  and  his  delight  ' 
was  in  form  and  mass  rather  than  in  détail. 

The  most  f amous  by  far  of  Brunelleschi's  immédiate  successors  l.  B. 
is  Léon  Battista  Alberti,  A  member  of  a  noble,  almost  princely,  ^^^Lx 
family,  he  was  scholar,  priest,  architecte  writer,  and  painter.  He 
was  bom  in  Yenice  in  1404,  a  natural  son  of  Lorenzo  Alberti, 
then  in  exile.  His  delight  in  classical  literature  was  as  great  as 
his  admiration  for  Classic  architecture.  He  wrote  in  Latin 
habitually  ;  he  preferred  to  speak  it,  and  his  buildings,  far  more 
than  Brunelleschi's,  show  a  deliberate  attempt  to  revive  ancient 
forms  and  methods  of  design.  His  best  known  literary  effort  is 
his  ten  books  on  architecture  (really  tén  chapters),  written  in 

>  The  same  feeling  is  even  more  apparent  in  Donatello*s  detaU  ;  for  instance, 
in  the  mouldinga  round  some  of  his  relief,  and  notably  in  his  famous  singing 
gaUery  designed  for  the  cathedral  of  Florence,  and  now  in  the  oathedral  muséum. 
A  cast  of  this  is  in  the  Victoria  and  Albert  Muséum. 
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1452.  After  his  death  and  the  discovery  of  printing  (see  p.  105), 
it  was  printed  in  1485,  was  translated  into  Italian  in  1550,  and 
long  remained  the  standard  work.  AmoDgst  his  other  public€i- 
tions  is  a  book  on  painting.  His  training  was  quite  différent 
from  Branelleschi's.  He  was  no  craftsman  ;  neither  had  he  the 
other*s  constructive  skill.  To  a  great  extent  he  left  the  carrying 
ont  of  his  designs  to  others;  notably  to  Bemardo  Bossellino 
and  Luca  Fancelli,  both  architect-sculptors  of  some  réputé.^ 
That  he  made  the  designs  himself  is  undoubted.  Both  the 
domestic  and  ecdesiastical  buildings  attribated  to  him  show  a 
distinction  and  an  originality  which  separate  them  from  the 
work  of  his  contemporaries.  His  Palazzo  Bucellai  (see  p.  39) 
differs  considerably  from  other  Florentine  palaces,  and  his 
churches  at  Rimini  and  Mantua  became  the  models  for  later 
architeots. 
Other  Bronelleschi  and  Alberti  were  essentially  architects.    Their 

Floron-  training  was  dissimilar,  their  acquirements  were  différent,  but 
tines.  each  in  his  own  way  possessed  the  power  of  dealing  with  large 
problems.  Thèse  two  men  stand  out  pre-eminently  as  leaders. 
But  amongst  their  contemporaries  and  immédiate  successors  were 
many  artists  of  great  ability,  lacking  only  that  rare  distinction 
which  belongs  to  but  one  or  two  men  in  a  century.  Their  réputa- 
tion has  to  some  extent  suffered  éclipse  by  the  splendeur  of  the 
architectural  achievements  of  their  successors  of  the  sixteenth 
century.  That  is  frequently  the  fate  that  befalls  pioneers.  Those 
who  with  difficulty  clear  the  path  hâve  too  often  to  submit  to  the 
mortification  of  seeing  others  stride  along  it  easily,  passing  them 
on  the  road  of  their  own  making.  When  judging  of  men's 
accomplishments,  the  conditions  under  which  they  worked  should 
be  taken  into  considération.  If  this  is  done  the  immense  con- 
tribution made  to  architectural  development  by  many  Florentines 
of  the  fifteenth  century  will  at  once  be  apparent.  At  no  period  in 
the  world's  history  was  versatility  so  gênerai,  and  the  average 
standard  of  accomplishment  so  high.  The  artists  now  to  be 
mentioned  were  without  exception  the  outcome  of  the  bottega 
training,  and  their  work  illustrâtes  its  virtues  and  its  short- 
comings.  In  this  chapter  little  more  than  their  names  and  chief 
Works  are  given;  their  buildings  in  most  cases  are  referred  to 
subsequently. 

>  BoBBeUino  superintended  the  Palazzo  BaoeUai   and  other  early  works, 
FanceUi,  S.  Andréa,  Mantua,  and  most  of  the  later. 
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Michelozzo  Michelozzi  is  one  of  the  best  known.    The  pupil  of  Miohe- 
and  coUaborator  with  Donatello,  and  assistant  also  to  Ghiberti,  he  /J3^. 
designed  the  Palazzo  Riecardi  (see  Fig.  9),  the  first  of  the  great  1472). 
Florentine  Benaissance  palaces,  and  many  other  important  works. 

The  Rossellini  were  a  familj  of  brothers,  ail  skilled  as  artists.  The 
Bemardo  RosseUino  (1409-64),  the  best  known,  commenced  the  ^^^' 
rebnilding  of  S.  Peter's,  Rome,  for  Pope  Nicholas  V.,  but  the  only 
portions  of  his  design  executed  were  the  foundations  of  a  great 
western  apse.  About  1460  he  buUt  the  Cathedral  and  several 
public  buildings  at  Pienza  for  Pope  Pius  II.  (iSneas  Sylvius 
Piccolomini),  whose  birthplace  it  was.  Âll  are  in  the  Piazza  del 
Duomo,  and  together  form  a  striking  group.  He  carried  out  the 
Rucellai  Palace  for  Alberti  ;  designed  various  buildings  in  Rome 
for  Pope  Nicholas  V.,  and  by  some  is  credited  with  the  Piccolomini 
Palace,  Siena,  although  this  was  not  built  until  after  his  death 
(see  p.  45). 

fienedetto  da  Majano  began  life  as  a  carver  and  wood  inlayer.  B.  da 
He  excelled  especially  in  "  intarsia,"  as  the  stalls  in  the  sacristy  ÎJjiS^g?) 
of  Florence  Cathedral  show,  but  he  subsequently  abandoned  this 
work,  and  devoted  himself  to  architecture  and  sculpture.    He 
designed  the  Strozzi  Palace  (see  p.  32)  and  the  particularly  grace- 
ful  loggia  to  the  church  of  S.  Maria  délie  Grazie,  on  the  outskirts   . 
of  Arezzo.    His  skill  as  a  sculpter  is  well  shown  in  the  richly 
carved  marble  pulpit  in  S.  Croce,  Florence.     He  was  par  eœceUence 
the  ail-round  craftsman  of  the  early  Renaissance.    His  brother 
Giuliano  da  Majano  is  best  known  by  the  Porta  Gapuana  at 
Naples — which   must  not   be   confounded  with   the  larger   but 
much  inferior  Alfonso's  archway  in  the  same  city,  sometimes 
also  attributed  to  him.    It  is  Spanish  in  its  richness,  and  Spanish 
also  in  the  way  this  richness  is  framed  by  the  heavy  towers  which 
flank  it. 

The  two  names  that  stand  out  most  prominently  amongst  The  San 
Florentines  in  the  last  quarter  of  the  fifteenth  century  are  Giuliano  cronaS^ 
da  San  GaUo  (1445-1516)  and  Simone  PoUaiuolo  (1457-1508), 
better  known  as  II  Cronaca.  They  coUaborated  over  the  Sacristy 
of  the  Church  of  S.  Spirito,  Florence.  Giuliano  and  his  brother 
Antonio  San  Gallo — the  latter  is  not  to  be  confounded  with 
his  nephew,  the  more  famous  Antonio  known  as  the  younger 
— ^were  apprenticed  by  their  father  to  a  woodcarver,  and  wood- 
carvers  they  were  before  they  attempted  architectural  design. 
Eyen  after  they  had   both    achieved    considérable    success    as 
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architects  they  did  not  abandon  entirely  their  earlier  calling.^  Like 
Benedetto  da  Majano,  they  could  tum  their  hands  to  almost  every- 
thing.  Prom  the  carving  of  the  Figure  on  the  Cross  to  the  design- 
ing,  saperintending,  and  repairing  of  fortifications,  ail  came  natnral.^ 
Both  built  churches,  palaces,  bridges  ;  were  consnlted  by  popes, 
dukes,  and  kings.  For  eighteen  months  Giuliano  was  architect  of 
S.  Peter's,  Borne.  Their  versatility  was  not  on  so  high  a  plane 
as  Michael  Angelo's  or  Leonardo's  ;  they  produced  no  great  master- 
pieces  ;  but  the  brothers  stand  together  9A  two  typical  ail-round 
men  of  the  Benaissance. 
Renais-  The  above  are  only  a  few  of  the  many  who,  besides  ôlling 

aanoe  not  Florence  and  other  Tuscan  cities  with  beautiful  buildings,  fine 
tive."  carvings,  and  other  works  of  art,  helped  to  carry  the  new  spirit 
south  to  Borne,  north  to  Milan  and  Venice,  and  the  string  of  towns 
lying  between.  Their  work  and  that  of  the  great  masters  of  the 
Benaissance  has  been  described  as  "  imitative."  ^  AU  good  art  is 
imitative  in  a  sensé.  Few,  if  any,  men  of  distinction,  no  matter 
how  Êtmous,  hâve  not  been  infiuenced  either  by  contemporaries  or 
immédiate  predecessors,  or  by  work  done  centuries  before  they  were 
bom.  In  the  Middle  Ages  the  influence  was  récent;  in  the 
days  of  the  Benaissance  chiefly  remote.  No  doubt  it  is  better, 
whenever  possible,  to  help  forward  a  living  existing  style  than  to 
resuscitate  a  buried  one.  But  when — as  was  the  case  in  Italy  at 
the  end  of  the  fourteenth  century — ^there  is  no  existing  style 
worthy  of  the  name,  men  show  their  originality  and  artistic 
sensé — their  common  sensé  one  might  add — in  peering  back  into 
the  past  to  see  if  they  cannot  discover  a  sound  foundation  on 
which  to  build  anew.  That  is  what  the  Benaissance  men  did. 
Their  looking  back  was  no  check  on  their  advance  ;  in  fact,  their 
advance  could  not  hâve  been  so  great  but  for  their  retrospection. 
The  French  proverb  "Il  faut  reculer  pour  mieux  sauter"  is 
excellent  advice,  and  they  followed  it.  They  did  not  copy  or 
imitate,  they  adapted.  They  regarded  old  buildings  as  a  painter 
or  sculpter  regards  the  antique.  And  much  in  the  same  way  as  a 
sculpter  combines  study  of  the  antique  with  study  from  the  life, 

>  Large  omcifizes  in  wood  seem  to  hâve  been  their  forte.  Some  of  thèse  stiU 
ezist. 

'  Eaoh  in  tum  was  superintendent  over  aU  the  fortifications  of  the  state  of 
Florence. 

*  Fergusson  in  his  ''  History  of  Modem  Architecture/'  p.  2,  refers  to  the  earUer 
styles  as  *'  True  Styles/'  and  to  the  Benaissance  as  the  *'  Gopying  or  Imitative 
S^les  of  architectural  art." 
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so  the  architects  blended  their  antique  with  the  requirements  of 
the  time. 

If  Greek,  Boman,  Byzantine  are  ''true  styles"  as  Fergusson 
terms  them,  wherein  does  revival  make  them  less  true?  Only 
inrhen  they  prove  nnsuitable  for  the  habits  of  a  people,  for  the 
climate,  for  the  materials  available,  the  state  of  the  labour  market 
or  other  économie  conditions.  No  unsuitability  resulted  in  a 
single  instance  or  a  single  building  of  the  early  Benaissance.  The 
climate  and  materials  were  the  «ame;  the  habits  and  labour 
market  had  changed  only  to  the  extent  that  made  some  adaptation 
of  the  styles  advisable.  This  they  received.  And  so  well  were 
the  adaptations  and  necessary  modifications  made  that  Benaissance 
churches,  palaces,  public  and  private  buildings,  were  not  only 
satisfying  at  the  time  they  were  built,  but,  save  in  a  few  minor 
détails,  are  still  suitable  for  worship,  use,  or  habitation.  The 
vitality  that  the  style  continues  to  possess  is  more  than  sufiBcient 
justification,  if  one  be  needed,  for  the  movement  set  on  foot  by 
Brunelleschi,  Alberti,  and  other  Florentine  architects  of  the 
fifteenth  century. 


\ 


CHAPTER  III 

EARLY  FLORENTINE  PALACES  (1430-1520) 

Main  RENAISSANCE  secular  buildings  can  be  grouped  under  one  or  other 
divisions,  ^f  ^^^  main  divisions.  This  gronping  applies  not  only  to 
Florencîe,  but  to  the  whole  of  Italy  and  practically  to  ail  countries 
and  to  ail  periods.  The  first  includes  those  buildings  which 
extemally  bave  no  columns  or  pilasters.  Their  fronts  rise  sheer 
from  the  ground,  the  wall  surfaces  unbroken  save  by  Windows 
and  other  openings.  In  most  cases  they  are  crowned  by  a 
massive  cornice,  proportionate  to  the  total  height  of  each,  irrespec- 
tive  of  the  number  of  its  storeys.  To  such  buildings  the  term 
"astylar"  is  sometimes  given — ^from  '^afrrvkoç**  which  signifies 
literally  "  without  pillar  or  prop  " — but  it  is  somewhat  twisting 
the  meaning  of  the  Greek  word  thus  to  apply  it,  or  its  derivative. 
The  second  division  includes  those  buildings  the  wall  surfaces  of 
which  are  divided  panelwise  by  pilasters  or  by  columns,  generally 
attached,  supporting  entablatures.  In  some  towns  one  type 
prédominâtes,  in  other  towns  the  other  ;  whilst  in  many  cities 
throughout  the  world  examples  of  both  types  are  about  equal  in 
number. 
Pilastered  The  pilastered  treatment  of  a  front  is  capable  of  considérable 
fronts.  variety,  The  most  common  is  &r  each  storey  to  hâve  its  own 
range  of  pilasters  or  columns  supporting  an  entablature  ;  in  other 
words,  each  storey  has  its  own  "order."  In  other  buildings 
V  columns  or  pilasters  run  through  two  or  more  storeys,  but 
^  in  no  Florentine  example  was  this  treatment  adopted  until  the 
middle  of  the  sixteenth  century.  Alberti  was  the  first  to  introduce 
it  in  the  west  front  of  S.  Andréa,  Mantua  (see  Fig.  110),  and  it 
became  a  favourite  with  later  architects  for  both  churches  and 
domestic  buildings.  In  the  examples  of  the  first  quarter  of 
the  sixteenth  century  in  which  it  is  employed,  the  entablature 
generally  crowns  the  building;  but  in  the  work  of  Michael 
Angelo,  Palladio,  and  others  the  main  comice  is  often  placed 
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below  the  top  storey,  the  latter  being  treated  diJSTerently  as 
an  attic.  The  "  attic  ''  was  doubtless  suggested  by  old  buildings 
in  Rome,  and  especially  by  the  Triumphal  Arches  which  almost 
without  exception  possess  this  feature. 

In  many  pilastered  fronts  the  columns  or  pilasters  start  from  Buati. 
the  level  of  the  first  floor,  the  ground  storey  being  merely  either  ^^ 
plain  or   rusticated.      Sanmicheli  was  especially  fond  of  this 
arrangement,  which  has  mach  to  reconxmend  it  ;  as  the  greater 
simpUcity  of  the  lower  part  gives  an  air  of  solidity  and  strength 
to  a  building  and  also  emphasizes  the  richness  above  (see  Fig.  81). 

In  the  secular  buildings  of  Florence  the  Benaissance  early  Tradition 
found  expression  ;  and  yet  in  them,  even  more  than  in  churches,  ^nSS^'^ 
traditional  methods  of  building  and  of  architectural  design  are 
apparent.  Through  the  Middle  Âges  Florence  was  one  of  the 
best  built  cities  in  the  world.  Its  streets,  although  narrow,  were 
lined  iby  lofty  stohe  houses,  and  had  been  paved  as  early  as 
the  thirteenth  century.  Amongst  the  pre-Eenaissance  palaces 
still  standing  the  largest  and  most  important  is  the  Palazzo 
Vecchio,  built  by  Amolfo,  the  architect  of  the  cathedral,  about 
1298.  Its  design  is  typical.  Thewalling  throughout  is  unevenly 
coursed  rock-faced  sandstone.  Its  three  main  storeys  are  divided 
from  one  another  by  horizontal  string-courses  which  form  the 
sills  below  the  Windows.  The  Windows  of  the  principal  floor  are 
each  of  two  lights,  under  a  heavy  semicircular  arch,  the  intrados 
and  extrados  of  which  are  not  concentric.  At  the  top  are  boldly 
projecting  machicolations.  Other  contemporary  buildings  are 
similar  in  character. 

The  most  characteristic  Benaissance  palaces  in  Florence  foUow  Astylar 
closely,  except  in  détail,  the  Palazzo  Vecchio.  Ail  are  without  P*^**^*»- 
columns  or  pilasters  on  their  façades,  and  consequently  belong 
to  the  first  of  the  two  divisions  under  which,  as  has  already 
been  stated,  Benaissance  buildings  can  be  grouped.  The  earliest 
and  best  known  are  the  Palazzo  Biccardi  (formerly  Medici) 
built  about  1430  by  Michelozzi  for  Cosimo  de'  Medici,  and  the 
Palazzi  Pitti  and  Quaratesi  (now  De  Bast),  both  designed  by 
Brunelleschi  a  few  years  later,  the  latter  for  one  of  the  Pazzi 
family.  The  first  design  for  the  Biccardi  palace  was  also  prepared 
by  Brunelleschi,  but  Cosimo  regarded  it  as  too  palatial,  and  it  is 
stated  that  the  architect  destroyed  the  model  he  had  made  in 
a  fit  of  temper.  But  the  model  had  certainly  been  shown  to 
his  patron  ;    had  been  seen  probably  by  many  of  the  artists  in 
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Florence — ^althongh  Brnnelleschi  was  ever  chary  of  making  known 
his  intentions — and  without  disputing  Michelozzi's  claim  to  be 
the  anthor  of  the  existing  Biccaidi,  one  may  hazard  the  suggestion 
that  his  design  for  that  building  may  to  some  extent  bave  been 
infinenced  by  the  model  Brunelleschi  destroyed. 

In  the  IPalazzi  Biocardi  and  Qoaratesi  are  the  same  three 
divisions  as  in  the  Palazzo  Yecchio,  marked  by  like  string- 
courses,  and  similar  spacing  and  treatment  of  the  Windows,  the 
détail  round  the  lights  alone  being  différent.  Crowning  the 
Biccardi  palace  is  a  great  comice  ;  at  the  top  of  the  Quaratesi  are 
boldly  projecting  eaves.  Thèse  take  the  place  of  the  machicolations 
of  the  earlier  building.  But  ail  three  crowning  features  produce 
much  the  same  effect,  as  in  ail  strong  effective  shadows  are  cast, 
those  of  the  old  palace  differing  only  from  the  otbers  in  being 
more  broken.  Gomparing  the  three  palaces  named  there  oan  be  no 
doubt  which  are  the  finer  ;  no  hésitation  in  proclaiming  the  great 
advance  made  by  the  Benaissance  architects.  The  Palazzo  Yecchio 
is  merely  straightforward  building  ;  its  bulk  alone  the  attraction. 
The  other  palaces  are  fine  architectural  achievements,  perfectly 
proportioned  and  possessing  refined  and  beautiful  detaU.  Qlie 
proportions  of  the  Biccardi  especially  could  hardly  be  improved 
upon.  The  storeys  bave  the  gradation  in  height  so  necessary 
for  effective  design,  and  the  great  comice  gives  scale  and 
majesty.^  The  Palazzo  Strozzi,  the  foundation  stone  of  which 
was  laid  in  1489,  comes  next  in  importance.  It  bears  a  strong 
resemblance  to  the  Biccardi,  and  was  designed  by  Benedetto  da 
Majano.  Benedetto  dying  in  1497  the  top  range  of  Windows  and 
the  crowning  comice  were  added  by  Cronaca. 
Palazzo  The  Palazzo  Pitti,  as  designed  by  Brunelleschi,  was  not  the 

Pitti.  j^uge  affair  that  now  bears  the  name.  He  died  soon  after  it  was 
commenced,  his  patron  Luca  Pitti  was  banished  some  years  later, 
and  the  building  passed  in  the  sixteenth  century  into  the  hands 
of  a  branch  of  the  Medici  by  whom  it  was  extensively  enlarged. 
The  principal  front  now  is  about  475  feet  long,  more  than  thrice 
what  was  intended  originally,  and  the  wings  and  courtyard  at 
the  back  are  additions  by  Bartolommeo  Ammanati.    Besides  being 

^  The  Biccardi  palace  was  originally  only  about  two-thirds  its  présent  size, 
and  the  main  entrance  was  in  the  centre  of  the  front.  The  palace  was  bonght 
by  the  Biccardi  and  enlarged  by  them  in  1714,  when  they  incorporated  the 
building  alongside.  This  accounts  for  the  existence  of  two  courtyards.  The 
additions  hâve  been  so  well  managed  that  no  one  would  imagine  that  the  front 
was  not  aU  of  one  date. 
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eDlai^ed,  tbe  front  bas  beeo  spoilt  by  tbe  addition  of  balconiea  fit 
each  âoor  level  and  at  the  top.  But  its  grand  and  rugged 
simplicitj  and  noble  scale  are  apparent  still  ;  and  îts  original 
beauty  can  be  realized  if  one  abuts  one'a  eyes  to  some  of  ita 
fea titres  and  exercises  one' s  imagination  regarding  otbers  no 
longer  existiug. 
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SCALPE   or   FtET. 


Fia.  11. 

The  front  included  originally  only  tbree  openings  on  tbe  ground  \ 
floor,  and  seven  baya  above,  instead  of  the  existing  twenty- 
five.  But  aa  eacb  of  the  tbree  storeys  averages  nearly  40  feet  in 
heigbt,  and  eacb  bay  is  24  feet  centre  to  centre,  Luca  Pitti'e 
eatimate  of  bis  requirements  was  evidently  noTvery  modest  one. 
Tbe  semicircular  beaded  window  receaaes  are  eacb  24  feet  Ugb 
by  12  feet  wide  ;  tbe  simple  ratios  of  1  to  1  and  1  to  2  being 
evidently  strictly  foUowed.  The  windowa  thernselves  are  only 
about  half  tbe  width  of  eacb  recesa,  the  surronndiDg  walling  being 
amootb  atone.  Scale  ia  givçn  to  the  building  generally,  and  the 
receeaea  in  particnlar,  by  pilastera  on  the  jambs  of  the  latter, 
L.  m.  D 
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whicli  by  their  smootbness  and  lightness  also  relieve  the  rugged- 
Des8  of  the  mass  of  walling.  Above  tbe  three  storeys  an  open 
loggia  waa  originally  întended, 
similar  to  the  one  above  the 
Falazzo  Guadagni,  built  by 
Simone  Crouaca  abont  1490. 
Loggie  affording  protection 
from  the  aun  raya  and  the 
weatber  were  net  onoommoQ 
in  Florence,  and  a  loggia  would 
hâve  added  distinction  to  the 
Fitti,  and  hâve  been  a  par- 
ticalarly  suitable  finish,  owing 
to  the  commanding  position 
tiie  palace  occupiea  on  a  bill 
above  the  town.' 

The  bold  massive  walling 
of  the  ground  storeys  of  the 
Biccardi  andQoaratesi  palacea, 
PiQ,  13,  and  of    the    whole    front   of 

the  Fitti  palace,  waa  an 
Etrnscan  tradition,  handed  down  through  the  centuries  by 
successive  générations  of  Florentines.  Ât  Fiesole,  at  Yolterra, 
Cortons,  and  otber  cities  close  at  hand,  aie  still  many  remains 
of  walls,  gateways,  etc.,  of  great  massiveneas,  the  work  of  the 
early  settlers.  In  many  of  the  old  towns  of  Etroria  are  also 
several  eqaally  massive  Medieeval  bnildinga.  The  Falazzo 
Kîcciarelli  at  Volterra,  with  ita  three  storeys  of  pointed  arched 
openings  with  heavy  vousaoirs,  is  a  typical  example.  The  cotintry 
round  Florence,  especîally  aouthwarde,  abouuds  in  qoarries  of 
eiceedingly  hard  sandstone,  eminently  aaitable  for  rock-faced 
walling  and  rustications.  In  tfae  loweat  storey  of  both  the 
Biccardi  and  Quaratesi  palacea,  and  also  in  that  of  the  channing 
lîttle  Falazzo  Strozzino,  nearly  opposite  the  great  Falazzo  Strozzi, 
the  stone  is  coursed,  but  the  conraes  are  nob  equal  in  height  or 
nnifonn  in  projection  :  in  fact  in  ail  three  boildings  the  walling 
is  even  rougher  tban  in  the  Falazzo  Yecchio.     As  a  substructnre 

'  In  SignoT  Qiaoomo  Brogi's  "Disegiii  di  architettnra  Civile  e  MlUUlie" 
(19M)  from  the  Ufflzi  Oallery,  a  drawing  (No.  90)  by  Beroardo  Baontalsnti  ia  m- 
produoed  of  ths  front  of  the  Fitti  pàUoe  as  originaHj  intended,  nhich  ahowB  Uw 
dedgn  u  itoted  sbore. 
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on  vbicb  to  buUd — and  it  œust  be  remembered  tbat  in  Florentine 
palscea  the  ground  Btorey  was  used  for  much  the  same  purposes  as 
basements  are  now,  the  living-rooms  conunencing  on  tbe  fint  âoor 
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— as  a  podium  on  which  to  raise  the  house  proper  above  the  ground, 
nothing  could  be  better  than  thèse  walls  of  roughly  hewn  stone, 
pierced  sparsely  for  light.  The  walling  of  the  npper  storeys  of 
the  Biccardi  has  received  greater  care.  On  the  ôrst  floor  the 
rustications  are  merely  raised  an  Inch  or  two  above  the  narrow 
sunk  margin  which  surrounds  each  stone,  whilst  on  the  floor  above 
ail  the  stones  are  smooth  and  flusL  In  the  Palazzo  Strozzi  the 
rustication  is  worked  carefully,  and  with  some  uniformity,  on  each 
storey.  The  projection  of  the  rustication  above  the  draughted 
margin  is  greatest  on  the  ground  storey,  being  from  5  to  Gj^  inches 
— the  différences  are  due  to  the  varying  heights  of  the  courses — 
less  on  the  next,  and  least  on  the  third.  The  frieze  below  the 
great  comice  alone  is  smooth.  The  effect  is  more  laboured  than 
in  the  Biccardi,  and  less  satisfactory.  Monotony,  however,  is 
avoided  as  the  différent  courses  are  by  no  means  equal  in  height, 
and  the  stones  vary  very  much  in  length.  It  was  left  for  later  men 
to  discover,  with  doubtful  advantage,  that  in  rusticated  walling  ail 
courses  must  be  equal  in  height,  and  ail  "perpends"  carefully 
kept.  In  the  Palazzo  Grondi,  by  Giuliano  da  San  Gallo,  built 
c.  1490-4,  this  insistence  on  regulcuity  and  uniformity  is  carried 
so  far  that  between  the  heads  of  the  Windows  of  the  first  floor  the 
stones  form  a  pattem.  In  the  Palazzo  Antinori,  one  of  the  most 
charming  of  smaller  palaces,  the  rustication  is  the  same  on  ail 
three  storeys,  and  is  similar  to  that  of  the  middle  storey  of  the 
Biccardi  palace.  This  building  has  boldly  projecting  eaves  in 
front,  which  cast  a  fine  shadow,  and  illustrate  well  the  truism 
that  the  cheapest  ornament  a  building  can  hâve  is  shadow.  Not 
a  little  of  the  charm  of  the  Antinori  is  due  to  the  irregular 
placing  of  the  entrance  doorway,  The  design  is  generally  attributed 
to  either  Giuliano  San  Gallo  or  Baccio  d'Agnolo  ;  but  its  refine- 
ment  and  also  a  few  of  its  détails  suggest  Cronaca,  whose  Palazzo 
Guadagni  it  resembles  in  some  respects, 
stuoco  AU  the  above-mentioned  palaces,  with  the  exception  of  the 

amffito.  Qïiaratesi,  the  two  upper  storeys  of  which  are  stuccoed,  are  stone 
faced  throughout,  Of  the  same  type  are  many  other  palaces 
which  are  similar  in  design,  except  that  only  the  jambs  and  arches 
of  Windows  and  doorways  and  the  angles  of  the  buildings  are 
rusticated.  In  the  latter  position  the  stones  generally  form 
pilasters.  The  rest  of  the  walling,  even  the  ground  storey,  is 
sometimes  smooth  stone,  as  in  the  Palazzo  Bartolini,  but  more 
frequently  either  stuccoed  or  finished  in  sgraf&to.     The  upper 
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storeys  of  the  Palazzo  Guadagni  are  faced  with  the  latter,  but 
the  design  is  somewhat  commonplace.  A  far  better  example  of 
this  work  is  on  the  Palazzo  Montalvi,  in  the  Borgo  degli  Aibizzi 
(see  Fig.  16).^ 

Stuccoed  walls  were  freqnentlj  finished  smooth  and  painted  Painted 
in  fresco.  A  well-known  instance  of  a  building  so  treated  is  the  ^ 
Palazzo  Antellesi,  in  the  Piazza  S.  Croce.  Painted  walls,  how- 
ever,  were  not  so  common  in  Florence  as  in  other  towns  in  which 
stone  was  not  so  easily  procurable.  In  Qenoa  and  Verona  walls 
were  generally  painted  ;  and  in  the  latter  town  especially  are  still 
many  examples  of  quite  small  buildings  treated  in  this  fashion. 

The  façades  of  Florentine  palaces  of  the  astylar  type  are  Simplioity 
always  simple  in  design,  and  broad  in  treatment,  whether  of  ®^^®*^8°- 
stone  throughout,  or  stone  and  stucco.  Apart  from  the  great 
comice — which  dœs  not  always  exist 
— there  is  little  that  can  be  called 
ornament,  except  bits  of  carving  in 
the  window  heads,  and  the  shields 
bearing  the  arms  of  the  noble  owners. 
Florentine  shields  hâve  a  form  and 
character  of  their  own,  especially  early 
fifteenth-century  ones.  Many  were 
executed  by  weU-known  sculptors,  like 
those  by  Donatello  on  the  Quaratesi 
palace.  They  are  generally  placed  on 
the  angles  of  a  building  above  the 
first  floor,  as  on  the  Biccardi,  Quaratesi, 
Strozzi,  Guadagni,  etc.  Occasionally 
they  are  over  Windows,  as  in  the 
Bucellai  palace,  or  between  them,  as  in 
the  Antinori  palace  and  the  Palazzo 
Piccolomini,  Siena.  Between  Windows 
are  often  bronze  torch  or  banner 
holders,  and  near  the  ground  bronze 
rings    for  tying    up    horses  are  fre- 

quently  fixed  in  the  stonework,  as  in  the  Strozzi  palace. 
Thèse  holders  and  rings  are  simple  but  charming  examples  of 

'  In  Bgraffîto  work,  plaster  in  différent  thicknesses  of  two  or  more  coIoutb — 
connting  black  and  wbite  as  oolours— is  applied  to  the  waU,  and  the  design  is 
obtained  by  cutting  away  the  last  coat,  generally  white,  to  show  a  ooloured  coai 
below.  The  portion  of  the  top  coat  left  forms  sometimee  the  pattem,  sometimes 
the  backgronnd. 
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craftsmanship.  The  holders  recall  what  the  buildings  must  hâve 
looked  like,  when  brave  banners  floated  from  the  walls,  and  the 
ruggedness  of  the  stone  was  lit  np  by  flaming  torches.  Genuine 
Works  of  art  are  also  the  bronze  corner  lantems,  some  of  which 
still  remain.  Those  on  the  angles  of  the  Strozzi  palace  by  Niccolo 
Grosso  (called  il  Caparrà)  are  especially  good. 

Whistler  said  of  Yelasquez  that  he  made  his  people  "stand 
upon  their  legs."  There  is  the  same  feeling  of  fine  stability 
about  Florentine  palaces.  In  most  early  examples  projecting 
stone  seats  take  the  place  of  plinths.  In  the  Riccardi  palace  the 
seat  is  broken  into  a  séries  of  seats  by  the  arched  recesses  and 
openings  ;  in  the  Strozzi  and  Guadagni  palaces  it  is  continuons, 
except  where  the  doorways  corne.  Whether  thèse  seats  were  for 
the  retainers  only,  or  for  the  populace  generally,  is  doubtful — 
probably  the  former — but  certainly  no  more  satisfactory  base  for  a 
building  has  ever  been  devised.^ 

In  other  countries  in  which  rooms  are  lower  than  in  Italy, 
and  larger  Windows  are  required,  the  huge  Florentine  coniice 
would  interfère  seriously  with  the  lighting  of  the  rooms  behind  ; 
and  even  in  Italy  itself  difficulties  sometimes  arise  because  of  it. 
In  the  Palazzo  Biccardi  the  rooms  on  the  top  floor  are  so  lofty 
that  there  was  more  than  sufficient  space  for  the  comice  above 
the  Windows,  which,  as  is  usual  in  hot  climates,  do  not  reach  more 
than  half  the  height  of  the  rooms.  The  Palazzo  Strozzi,  however, 
has  an  extra  upper  storey  of  small  importance,  which  only  comes 
over  the  outside  half  of  the  building.  This  is  covered  by  a  lean-to 
roof,  which  starts  from  behind  the  great  cornice,  and  is  lighted  by 
Windows  which  face  towards  the  courtyard.  To  light  similar 
attics  in  other  buildings,  or  else  to  light  the  upper  parts  of  lofty 
rooms,  later  architects  often  inserted  Windows  in  the  frieze.  This 
expédient  was  introduced  by  Feruzzi,  in  the  Villa  Famesina, 
Bome,  and  was  followed  by  Sansovino  in  the  Library,  Venice,  etc. 
(see  Fig.  71)  ;  but  it  is  doubtful  if  in  any  instance  the  resuit  is 
altogether  satisfactory. 

The  earliest  and  best-known  palace  of  the  second  type  leferred 
to  at  the  commencement  of  this  chapter,  in  which  pilasters  and 
entablature  break  up  the  wall  surface,  is  the  Palazzo  Bucellai. 
Each  storey  has  its  own  order.  The  palace  was  designed  by 
Alberti,  aud  was  commenced  in  1451.    The  carrying  of  it  out  was 

^  They  are  now  largely  used  by  the  flower-seUers  ;  and  the  contrasts  between 
the  bright  flowers  and  the  grey  stone  behind  are  often  most  striking. 
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entrusted  to  B.  Bossellino,  who  lepeated  the  design,  with  modifica- 
tions, in  the  Palazzo  Ficcolomini  at  Pienza.^ 

Belightfolly  simple  and  with  beautifnl  détail,  the  front  of  the  Païazzo 
Palazzo  Bucellai  owes  its  success  largely  to  the  slightly  greater  R'iooUai. 
width  given  to  the  two  bays  in  which  are  the  entrance  doorways, 
and  to  the  emphasis  given  to  thèse  bays  by  the  shields  over  the 
first-floor  Windows.  The  pilasters  are  far  from  being  aggressive, 
as  their  projection  is  only  a  trifle  more  than  that  of  the  rustica- 
tions  ;  and  Alberti  wisely  foUowed  Brunelleschi  in  making  no 
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breaks  in  the  entablatures  above  them.  The  rusticated  courses 
themselves  are  pleasantly  irregular  (see  Fig.  13).  The  chief  dif- 
ficulty  in  designing  a  façade  such  as  this,  with  tiers  of  pilasters 
and  entablatnres  ranging  with  ecuîh  separate  storey,  is  how  to 
treat  the  topmost  entablature  so  that  it  shall  not  overpower  the 
pilasters  immediately  below,  and  yet  shall  be  sufBciently  important 
and  bnlky  to  serve  as  the  crowning  comice.  Alberti  adopted  the 
same  expédient  as  the  architect  of  the  top  storey  of  the  Colossetun 
(see  Vol.  I.  Fig.  98).  He  made  this  entablature  only  a  trifle  higher 
than  the  other  entablatures,  but  gave  it  far  greater  projections, 

^  The  design  of  the  BuoeUai  is  sometimes  attribnted  to  BosseUino,  but  the 
manifeet  inferiority  of  his  building  at  Pienza,  as  regards  its  proportions,  spacing 
of  pilasters,  etc.,  disproyes  this.  The  Piccolomini  is  a  copy  of  the  BnceUai  with- 
ont  the  touches  which  gîve  distinction  to  the  latter. 
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and  introduced  corbels  into  the  frieze.  The  corbels  unité  the 
three  divisions  of  tlie  entablature,  and  give  it  the  appearance 
of  one  great  comice.  This  was  the  first  occasion  since  the  Colos- 
seum  was  built  that  this  expédient  had  been  adopted,  but  it  has 
been  followed  since  many  thousands  of  times.^ 

The  Palazzo  Bucellai  is  small  compared  with  the  three  greatest 
of  Florentine  palaces,  the  Biccardi,  Pitti,  and  Strozzi;  but  its 
three  storeys  are  of  very  respectable  height,  being  respectively 
28,  21,  and  20  feet.  The  total  height  is  thus  69  feet,  which  com- 
pares with  the  83  feet  of  the  Hiccardi,  the  116  feet  of  the  Pitti, 
and  the  105  feet  of  the  Strozzi.  The  cornice  of  the  Eucellai 
palace  is  3*10  high,  or  about  one-eighteenth  of  the  total  height; 
that  of  the  Siccardi  is  nearly  10  feet,  or  about  one-eighth  ;  that  of 
the  Strozzi  7  feet,  or  one-fifteenth,  counting  the  comice  only,  or 
12  feet,  or  about  one-ninth,  if  the  frieze  is  included.  The  Pitti 
palace  lacks  a  great  crowning  comice. 

In  the  Eiccardi,  Strozzi,  Pitti,  Eucellai  palaces — in  fact,  in 
nearly  ail  early  Florentine  Benaissance  buildings,  as  well  as  in 
the  still  older  Palazzo  Vecchio — the  arches  and  jambs  of  Windows 
are  part  and  parcel  of  the  surrounding  walling.^  The  Windows 
themselves  are  generally  of  two  lights,  separated  by  a  central 
shaft.  Each  light,  as  a  rule,  has  a  semicircular  head,  occasion- 
ally  pierced,  but  more  frequently  merely  sunk,  so  that  the  opening 
itself  is  square-headed.  In  the  tympanum  above  the  lights,  under 
the  enclosing  rusticated  arch,  is,  in  most  cases,  a  circle  containing 
carving.  A  very  solid  effect  is  the  resuit.  The  appearance  of 
solidity  was  increased  by  the  glazing,  which,  so  far  as  can  be 
gathered  from  ejdsting  remains,  consisted  frequently  of  a  séries  of 
roundels  in  heavy  lead  cames. 

A  peculiarity  of  nearly  ail  the  arches  over  Windows  and  other 
openings  in  early  work  is  that  the  intrados  and  extrados  are  not 
concentric.  This  applies  to  buildings  faced  entirely  with  stone,  as 
well  as  to  those  the  walling  of  which  is  stuccoed.  It  is  most 
noticeable  in  the  latter.  In  ail  examples  the  intrados  is  semi- 
circular, but  the  outline  of  the  extrados  varies.  In  the  Biccardi, 
Pitti,  Strozzi,  etc.,  it  is  semi-elliptical  ;  in  the  Palazzo  Bicasoli- 
Zanchini,  etc.,  it  is  pointed  ;  in  the  Guadagni  palace,  and  in  many 


^  In  some  Romanesque  baUdings,  notably  those  in  Lombardy,  a  modiûed  form 
of  this  type  of  entablature  is  met  with,  frequently  with  rough  pilasters  below  ; 
bnt  neither  en  tablatures  nor  pilasters  are  of  correct  dassic  proportion  or  détail. 

'  The  Palazzo  Quaratesi  is  an  exception,  but  its  walls  are  stuccoed. 


1 


— PiLAKZO  Pasdolfini,  Fixirehce. 
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later  examples,  ît  Is  elightly  c^eed,  this  being  the  only  variety 
that  13  imaatisfactoty.  Otherwise  the  device  ia  souad  Btmctur- 
ally,  pleasÏDg  in  appearance,  and,  moreover,  traditional.  It 
occnra  in  many  Italian  Itomanesque  chnrchea  in  Central  and 
Sonthem  Italy,  notably  at  Bari;  and  in  mediteval  domestic 
work  in  the  Palazzo  Veochio,  as  before  mentioued,  in  the  pointed 
headed  windovs  of  the  Falazzo  BicciarelU,  etc.  The  Windows  of 
the  Palazzo  Rucellai,  Florence,  and  the  Falazso  Piccolotnini, 
Siena,  are  exceptiona.  In  theae  two  palaces  the  intrados  and 
extrados  of  heads  are  concentric. 

Of  a  totally  distinct  type  are  those  Windows,  mostly  aqaare  Windows 
headed,  whose  openings  are  eut  o£F  from  the  surrounding  wallîng  "  ^^^^• 
by  pilasters  or  columns  at  the  sides,  and  an  entablature,  or  at 
least  a  comice,  above,  with  or  without  a  pediment  over.  The;  are 
framed-în  voids.  Most  of  the  Windows  in  Roman  buildings  are 
of  this  cbaracter,  and  the  type  was  gênerai  in  the  uorth  before  it 
appeared  in  Florence. 

Vasari  says  that  the  firat  building  in  Florence  with  Windows  PkiuEo 
thus  treated  was  the  Palazzo  Bartolini,  built  about  1520  by  Baccio  B"**!*"'- 
d'Ân^o,  and  that  the  architect  was 
ridiculed  seveiely  in  conséquence  by 
the  wits  and  lanipooners  of  the  day.^ 
They  are  mullioned  and  transomed, 
and  ^erefpre  do  not  appear  so  mnch 
like  Toids  as  later  Windows  in  which 
thèse  stone  divisions  are  lacking.  It 
seems  probable  that  most  framed-in 
Windows  in  sixteenth-century  Italian 
palaces  had  mullions  and  transoms 
origînally  which  were  eut  ont  later 
wben  the  désire  grew  for  the  large 
casements  opening  inwards  now  30 
characteristio  of  continental  build- 
ings. The  Windows  at  the  side  of 
the  Bartolini  palace,  with  the  family 
motto  "  Sed  non  dormire  "  on  the 
transoms,  are  particularly  refined  and  ^^^  ^ 

graceful. 

The  other  earlv  building  in  Florence  with  framed  Windows  ia  Poiozzo 
^  *  Pwidol- 

1  He  retali»tod  by  oarving  on  the  Irieie  over  the  doorway  o£  the  palace,       '■ 
"  Cftrpere  promptina  qnun  imitari." 
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the  Falozzo  FandolËni.  This  is  of  sterner  stufT.  Des^ed  by 
Raphaël,  or  ao  it  û  said,  on  the  occasion  of  Iiis  visit  to  Florence 
in  1515,toadTiBe  about  the  completion  of  the  churcli  of  S.  Lorenzo, 
it  was  not  commenced  before  1520.  Tbe  work  was  canied  out 
under  the  direction  of  Giovanni  Francesco  da  San  Gallo,  and  after 
bis  death  by  bis  brother  Bastiano.  Few  palaces  in  Italy  are  finer 
in  Boale  and  proportion.  The  lettering  on  the  frieze  can  compare 
with  that  on  the  attic  of  tbe  arob  of  Titus,  the  finest  instance  of 
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bold  lettering  in  existence  (aee  Vol.  I,  Fig.  101),  and  the  crowning 
comice  is  worthy  of  the  frieze.' 

Tbere  îa  no  strivîng  after  the  pictntesque  in  the  plans  of 
Florentine  palaces  ;  no  itchîng  désire  for  projections  and  breaks 
and  little  irregularities.  When  irregularitiea  occnr,  whicb  is  rare, 
they  were  forced  on  the  architect,  and  were  r^arded  by  him  as 

■  Worthy  tn  design  thaï  is,  m  only  the  lover  mambers  an  Btone,  the  modil- 
lioiu  and  npper  membecs  betng  wood.    U.D.XX  îb  the  date  ont  on  the  building. 
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defects  to  the  conce&Ied,  much  iu  the  aame  w&j  as  a  clefonnity  in 
a  child  is  regarded  by  its  mother.  Symmetry  and  its  corrélative 
dignîty  were  aimed  at,  and  in  ail  cases  achîflTed.  The  plan  of  the 
Palazzo  Riccardi,  the  ârst  of  the  Benaissance  palaœa,  was  evidently 
r^liarded  at  the  time  ae  a  great  step  in  advance.  Ita  main  disposi- 
tîon  of  a  central  courtyard  was  generally  followed  in  other  bnild- 
ings.  The  plan  of  the  Strozzi  palace  may  be  taken  as  typical. 
The  building  is  a  rectangular  block  with  one  side  and  both  ends 


standing  free.  The  doorways  are  central  on  each  of  the  main 
&onte,  and  lead  into  a  paved  conrtyard  snironnded  by  an  arcaded 
covered  way  vanlted  in  plaster.*  The  arches  spring  from  columns, 
as  vas  always  the  case  in  the  earlier  Florentine  arcades,  whether 
ronnd  palace  oourtyarda  or  church  cloiaters,  but  in  the  gallery 
arcade  on  the  first  floor,  which  was  added  by  Cronaca,  piers  are 
subatituted.     From  the  ground-floor  arcades  two  great  stairoases 

'  Tha  groin  Unes  of  the  vanlting  ara  ftlwK}PB  emphasizad,  when  ueuing  the 
apex,  by  "pinching"  ont  the  pluter  on  either  dde,  otherwise  tfaeywonld  b«  losl 
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lead  to  the  upper  floors,  and  land  opposite  the  wide  ends  of  the 
upper  galleries.  Opening  ont  of  the  galleries  are  the  réception 
and  living  rooma.  Nothing  can  be  simpler,  and  yet  nothing  could 
be  more  stately.  Even  the  smallest  palaces,  with  few  exceptions, 
hâve  a  courtyanL  That  of  the  Strozzino  is  only  about  22  feet 
square,  and  yet  possesses  considérable  dignity.  The  Palazzo 
Pandolfini  differs  somewhat  in  plan  from  the  usual  arrangement, 
and  has  no  central  courtyard.  On  the  other  hand,  it  possesses  a 
garden.  The  site  is  an  irregular  one,  but  the  irregularities  are 
cleverly  masked.  The  front  door  opens  into  a  vaulted  vestibule  ; 
on  the  right  hand  is  a  one-storey  outbuilding,  the  top  of  which 
forms  a  terrace,  and  on  the  left,  just  beyond,  is  a  loggia.  The 
design  of  the  balustrading  of  the  terrace,  with  its  recesses,  is  not 
the  least  happy  portion  of  the  composition.  In  the  Palazzo  Gondi 
Giuliano  da  San  Gallo  departed  from  the  typical  Florentine  plan 
in  placing  his  principal  staircase  along  one  side  of  the  court, 
instead  of  at  right  angles  to  it.  Its  balustrade  is  consequently 
visible  from  the  court,  and  makes  a  very  effective  picture,  one 
that  reflects  great  crédit  on  the  architect.  ^ 
Modela.  An  interesting  sidelight  on  architects'  methods  of  preparing 

and  presenting  their  designs  is  shown  by  Vasari's  constant  référ- 
ences to  ''models."  Mention  has  already  been  made  of  the 
models  prepared  by  Brunelleschi  for  the  dôme  and  cupola  of 
Florence  Cathedral,  and  for  Lorenzo  de'  Medici's  palace.  Accord- 
ing  to  Yasari,  the  two  elder  San  Galli,  Giuliano  and  Antonio,  were 
famous  for  this  work.  He  says  the  latter  was  "  no  less  compétent 
in  the  art  than  Giuliano  himself."  Of  one  model  he  records  that 
"  its  masterly  construction  excited  much  admiration  "  ;  of  another, 
made  for  the  Duke  of  Milan,  that  the  duke  "was  fîlled  with 
astonishment  and  admiration,  as  he  beheld  the  fine  arrangement 
and  commodious  disposition  of  the  différent  parts,  and  the  rich 
décorations  everywhere  applied  with  the  utmost  propriety  and 
judgment."  A  third  model  of  a  palace  was  sent  as  a  présent  to 
the  King  of  France.  The  models  evidently  were  very  wonderful 
productions,  and  took  a  long  time,  even  years,  to  make.^  That 
the  San  Galli  made  them  with  their  own  hands  seems  certain. 
Their  early  training  as  joiners  fitted  them  well  for  such 
work. 
Architect-  The  methods  of  conducting  their  work  foUowed  by  members 
cierks  of     ^f  ^\^^  building  guilds,  and  the  custom  which  prevailed  in  Florence 

»  See  Vasari,  vol.  iii.  pp.  98,  99. 
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in  the  fif  teenth  century  of  well-knowu  architects  carrying  out  the 
designs  of  others,  often  make  it  difficult  to  apportion  rightly  the 
crédit  for  many  of  the  early  buildings  of  the  Renaissance.  Alberti 
espedally  left  the  superintendence  of  work  largely  to  others.  But 
the  men  who  acted  as  superintendents  were  men  of  ability,  and 
considérable  distinction,  and  not  merely  clerks  of  works  or  fore- 
men.  The  archives  of  Milan  Gathedral  show  the  high  esteem 
in  which  Francesco  di  Giorgio,  of  Siena  (see  below),  and  the 
Florentine  architect,  Fancelli — who  acted  for  Alberti  in  the  con- 
struction of  the  chapel  of  the  church  of  the  Annunziata,  Florence, 
and  at  S.  Andréa,  Mantua — were  held.  In  1490  the  Council  could 
not  décide  which  design  to  adopt  for  the  completion  of  the  dôme 
of  the  cathedral.  They  referred  the  matter  to  the  two  architects 
mentioned,  and  invited  them  to  Milan,  Giorgio  from  Siena,  and 
Fancelli  from  Mantua — where  he  was  in  the  duke's  service — to 
décide  Uûs  important  point.  After  their  décision  was  given  and 
accepted,  the  Council  further  honoured  Giorgio  by  conferring  on 
him  the  title  of  honorary  architect  of  the  cathedraL  This  incident 
shows  conclusively  that  although  Fancelli  certainly,  and  Giorgio 
probably,  worked  for  other  architects,  their  réputation  was  con- 
sidérable, and  not  merely  local.^ 

In  many  other  towns  in  Tuscany  the  palaces  bear  a  close  siena. 
resemblance  to  those  of  Florence.  This  is  especially  the  case  at 
Siena.  The  early  examples  there  show  the  same  simple,  broad 
treatment,  the  same  fine  scale,  and  equally  massive  walling.  The 
Palazzo  Piccolomini  follows  closely  the  Biccardi  and  Strozzi 
palaces.  According  to  De  Montigny  ^  it  was  buUt  by  Giacomo 
Piccolomini,  brother  of  Pius  III.  and  nephew  of  Pius  II.,  early  in 
the  sixteenth  century.  Other  authorities  say  Pius  II.  himself 
caused  it  to  be  built  after  1460.  The  shields  of  both  popes  are 
carved  on  the  front,  and  it  seems  probable  that  the  building  was 
commenced  by  the  one  and  finished  by  the  other.  The  crowning 
comice  and  frieze  are  very  similar  to  those  of  the  Palazzo  Strozzi, 
and,  if  De  Montigny  is  correct  in  his  statement,  were  evidently 
copied  from  the  Florentine  building.  The  Piccolomini  may  hâve 
been  designed  by  Bernardo  Bossellino,  who  carried  out  the  Palazzo 
Bucellai  for  Alberti,  and  designed  the  group  at  Pienza,  or  else  by 
Francesco  di  Giorgio  (1439-1502).  Both  men  were  protégés  of 
the  Piccolomini  family,  which  may  account  for  the  confusion 

^  See  Leader  Soott's  "  Oathedial  Boilders,"  p.  870. 
'  **  Architecture  Toscane,"  by  Grandjean  de  Montigny. 
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regarding  the  authorship  of  several  buildings.^  As  Bossellino 
died  in  1464,  and  Gioi^o  not  until  nearly  forty  jears  later,  the 
latter  may  bave  followed  tbe  former  on  many.  Architects  in 
tbose  days  did  not,  as  a  rule,  leave  carefal  instructions,  drawings, 
etc.,  bow  tbeir  work  was  to  be  finisbed,  and  in  many  instances 
original  intentions  were  evidently  not  adbered  to. 

^  De  Montigny  asoribes  not  only  the  Piocolomini  at  Siena  to  Giorgio,  bat  the 
Pienza  bnildingB  as  well. 


CHAPTER  IV 

THE    SPREAD  OF    THE    RENAISSANCE    IN  NORTHERN 

ITALY  (1450-1520) 

In  the  fifteenth  century  the  Florentine  Sepublic  included  most  of 
the  principal  cities  in  Central  Italy,  whilst  the  greater  part  of 
Northern  Italy  was  divided  between  the  Duchy  of  Milan  and  the 
Kepablic  of  Yenice.    The  long  arm  of  the  Papacy  also  reached 
northwards  ;  and  some  cities,  sach  as  Bologna,  and,  at  one  period, 
Bavenna,  came  under  its  sway.     Milan  embraced  Lombardy  and 
a  few  towns  on  the  western  side  ;  and  Yenice  included  Yicenza, 
Fadua,  Yerona,  Brescia,  Bergamo,  etc.,  and,  in  addition,  towns  on 
the  east  side  of  the  Adriatic,  along  the  coast  of  Dalmatia,  and 
many  settlements  in  the  Morea  and  on  the  islands  of  the  Grœcian 
Archipelago.     The  trade  of  Yenice  with  the  East  reached  its 
zénith  in    the  fifteenth  century,  foUowing   the  crushing  defeat 
inflicted  on  its  chief  rival,  Genoa,  in  1380.     But  its  supremacy 
was  soon  to  be  challenged.    The  rise  of  the  Ottoman  Empire, 
followed  by  the  capture  of  Constantinople  by  the  Turks  in  1453, 
whilst  it  assisted  the  spread  of  leaming  in  Italy,  was  a  serions 
blow  to  Yenice.      Early  in  the  sixteenth  century  the  Turks 
captured  most  of  its  possessions  on  the  mainland  of  Greece,  and 
later  it  lost  also  to  them  the  Greek  islands.    It  is  to  the  crédit  of 
Yenice  that  she,  almost  alone  amongst  the  Western  powers,  tried 
to  check  the  spread  of  Turkish  influence  on  the  sea,  although  with 
but  partial  success.^    But  worse  than  loss  of  colonies  was  to  foUow. 
The  décline  of  Yenice  dates  really  from  the  discovery  by  Yasco  da 
Gama  of  the  all-sea  route  to  India  round  the  Cape  of  Good  Hope, 
which  diverted  the  trade  with  the  East  from  the  Mediterranean  to 
the  ports  of  Portugal.     In  addition  to  the  greater  northem  powers 
were  also  smaller  territories,  more  or  less  independent.    Such 

« 

^  It  was  a  Venetian  sheU  that  onfortunately  ezploded  the  powder  magazine 
which  the  Turks  had  placed  in  the  Parthenon  and  ocoasioned  such  irreparahle 
damage  to  that  boUding. 
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were  the  states  of  Mantua  and  Ferrara,  at  whioh  towns   the 
courts  were  hardly  inferior  to  the  court  of  Milan  itself. 
Corn-  The  Renaissance  in  the  north  may  be  said  to  hâve  commenced 

menoed  at  ^t  Milan,  owing  largely  to  the  Duke,  Francesoo  Sforza,  who  had 
seized  the  duchy  when  the  old  ruling  family,  the  Visconti,  became 
extinct.  He  extended  a  warm  welcome  to  the  Florentine  sculpter, 
Antonio  Averlino,  better  known  as  Filarete,  on  his  arrivai  in  the 
city  in  1451.  Despot  as  he  was,  Francesco  was  a  pat^n  of  the 
arts;  and  strangely  enough  more  in  sympathy  with  the  new 
movement  in  architecture  than  with  the  old;  notwithstanding 
that  in  his  chief  city,  Milan,  the  largest  cathedral  in  the  world 
was  nearing  completion  in  the  Gk)thic  style.  The  ezUe  at  Venice 
of  Gosimo  de'  Medici  in  1433,  accompanied  as  he  was  by 
Michelozzo,  might  be  regarded  as  a  preliminary  introduction, 
but  both  duke  and  architect  retumed  to  Florence  in  the  foUowing 
year,  and  although  it  is  stated  that  Michelozzo,  whilst  at  Venice, 
prepared  several  models  and  designs — one  being  for  the  monastery 
of  S.  Giorgio  Maggiore — none  appears  to  hâve  been  carried  out. 
Fiiarete.  i  Filarete  was  born  in  Florence  about'1400,  and  remained  in 
that  city  until  about  1433.  For  the  next  twelve  years  he  was  in 
Home,  where  amongst  other  work  he  executed  the  fine  bronze 
doors  for  S.  Peter's,  which  now  form  the  central  entrance  to  the 
church.^  From  Bome  he  went  to  Venice,  and  there  designed 
and  carried  out  a  processional  silver  cross  for  the  Cathedral  of 
Bassano.  Then  fumished  with  a  letter  of  introduction  from 
Piero  de'  Medici  to  Francesco  Sforza,  he  started  for  Milan.  In 
that  city  he  remained  until  his  death  in  1465,  some  say  1469. 
The  Duke  evidently  proved  a  good  patron.  In  1452  he 
recommended  him  as  architect  for  the  work  at  the  cathedral. 
The  Council  dared  not  décline  altogether,  but  evidently  did  not 
relish  making  the  appointment,  and  two  years  later  found  an 
excuse  for  dispensing  with  his  services.  He  was  probably  not 
much  in  sympathy  with  the  work  in  progress,  and  his  constructive 
skill  may  hâve  been  small,  so  possibly  the  Council  had  good 
reason  for  their  action.  But  Filarete  soon  obtained  compensation. 
In  1456  he  was  appointed  architect  for  the  Ospedale  Maggiore  at 
Milan.  He  records  that  on  April  12,  1457,  the  first  stone  was 
solemnly  laid  with  great  pomp.     The  building,  or  rather  its  front, 

>  The  doora  were  ezeouted  for  old  S.  Peter's,  which  was  then  stancUng.  They 
are  weU  Ulnstrated  by  many  photographe  in  **  Filarete,  soultore  e  architetto 
del  secolo  XV."    W.  Modes,  Borna,  1908. 
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for  the  courts  were  built  later  and  were  designed  by  others,  was 
his  chief  architectural  achievement.^  The  plan  for  the  new  town, 
the  Citta  di'  Sforvinda,  which  Francesco  Sforza  proposed  to  build, 
is  interesting.  Its  main  Unes  consist  of  two  intersecting  squares 
enclosed  within  a  circle.  In  the  centre  is  the  principal  square, 
surrounded  by  the  most  important  buildings,  and  from  it  radiate 
the  main  streets  leading  apparently  to  the  différent  entrance  gate- 
ways.        ^ 

Near  the  end  of  his  life,  1460-4,  Pilarete  wrote  "  Il  trattato  PUareto's 
d'architettura."  The  first  chapter,  or  book,  opens  with  a  criticism  Jj^to**^ 
ou  the  "modem**  style.  The  heading  of  Book  IL  is  "  L'architetto  à 
come  la  madré,  che  gênera  Tedificio,  e  il  Signore  committente  è  il 
padre."  He  is  said  to  hâve  Ulustrated  his  work  by  250  drawings, 
some  his  own  designs,  ot^iers  of  old  buildings  in  Rome,  including 
the  Colosseum,  Mole  of  Hadrian,  etc.  Many  of  the  designs  were 
castles  in  the  air,  but  some  are  apparently  for  buildings  in  Sf orza's 
city  which  was  never  built.  He  was  evidently  a  man  in  advance 
of  his  timea  Although  Alberti's  pilastered  Palazzo  Bucellai  was 
not  commenced  until  1450,  Filarete,  in  his  book,  shows  designs 
for  pilastered  façades;  and^what  is  more  curions  still,  includes 
several  détail  drawings  for.  Windows  framed  in  by  pilasters 
and  entablatures  in  the  fashion  that  did  not  become  gênerai 
for  fifty  years,  and  was  quite  unknown  in  Florence  at  the 
time  his  book  was  written.  One  good  drawing  of  the  hospital, 
reproduced  in  Signer  Modes'  volume,  shows  his  Florentine 
training  and  the  resuit  of  his  studies  in  Some,  and  proves  that  if 
he  had  had  his  way  the  building  would  hâve  been  in  purer  Glassic. 
In  the  Gothic  tracery  and  pointed  heads  of  the  Windows  of  the 
principal  floor,  Filarete  was  probably  carrying  ont  the  wishes  of 
others,  and  not  foUowing  his  own  instincts. 

The  détails  of   Filarete's  career  hâve  been  stated  at  some  Howthe 
length,  because  they  illustrate  how  the  Eenaissance  spread  so  ^j^^"^* 
rapidly  throughout  Italy.    Filarete  was  but  one  of  the  numerous  spread. 
bands  of  what  may  be  termed  sculptor-architects  of  fortune  who, 
startlng  from  Florence,  went  from  town  to  town,  from  court  to\y 
court,  ready  to  work  for  any  one  who  would  pay  them.    They 
brought  with  them  the  seed  of  the  new  movement,  and  it  fell  on 
soil  ready  to  reçoive  it.    Not  only  at  Milan  were  the  ruling 

^  The  PiaIazzI  Bolognini  and  Isolani,  Bologna,  are  oredited  to  him  by  some 
writers.  Both  are  Ulustrated  in  "  Die  Benaiseanoe  in  ItaUen,"  by  A.  Sohlitz, 
Hambnrg,  1882. 

VOL.  III.  E 
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princes  eager  for  change.  The  families  of  the  Gronzaga  at  Mantna, 
tbe  Este  at  Ferrara,  the  Malatesta  at  Rimini  and  Pesaro  were 
quite  as  ready  ;  and  at  their  courts  poets,  painters,  architects,  and 
y  men  of  science  were  welcome.  oA  bond  between  Mantua  and 
Ferrara  was  the  famous  and  beautifnl  Isabella  d'Esté,  sister  of 
Alfonso,  Duke  of  Ferrara,  and  wife  of  Giovanni  Prancesco, 
Marquis  of  Mantua.  o  She  was  the  friend  and  correspondent  of 
the  most  distinguished  men  of  her  time.  Her  daughter  Elizabeth 
married  Guidabaldo,  Duke  of  Urbino,  at  which  city  the  court, 
owing  largely  to  Elizabeth's  présence,  was,  during  the  latter  half 
of  the  fifteenth  centurj,  celebrated  as  the  most  polished,  artistic, 
and  refined  in  Italy.  The  Medici  at  Florence  evidently  regarded 
the  spread  of  the  Kenaissance  as  redounding  to  their  crédit,  and 
did  ail  that  lay  in  their  power  to  forward  it.  The  alliance 
between  Milan  and  Florence,  and  the  visit  of  Galeazzo,  Duke  of 
Milan,  son  of  Francesco,  to  Florence  in  1471,  doubtless  gave 
impetus  to  the  movement.  The  résidence  of  Bramante  and  of 
the  versatile  Leonardo  da  Vinci  at  Milan  added  stimulus.  Giu- 
liano  da  San  Gallo  also  spent  some  time  in  the  town,  apparently 
in  1487,  the  year  that  Leonardo  probably  settled  there.^  The 
latter  left  in  1499,  bis  famous  Last  Supper  in  the  refectory  of 
S.  Maria  délie  Grazie  having  been  finished  in  the  préviens  year. 
Change  Until  about  1480  ail  the  architects  building  in  the  style  in 

1480*  ^^®  north  were  Florentines:  Alberti  at  Rimini  and  Mantua, 
Fancelli  at  Mantua,  Filarete  and  Michelozzo  at  Milan.  The 
latter,  about  1465,  built  the  Gapella  Portinari  attached  to  the 
church  of  St.  Eustorgio.  That  Michelozzo  did  not  bave  bis  own 
way  entirely,  but  had,  like  Filarete,  to  submit  to  northem 
interprétation  of  bis  ideas,  is  shown  by  the  Windows,  which  are 
Gothic  in  character.^  But  a  change  was  coming.  Characteristic 
entries  in  the  archives  of  Milan  Cathedral  demonstrate  that  the 
tide  was  tumîng.  One  entry  records  the  difficulties  the  Council 
experienced  after  1481  in  obtaining  architects  compétent  to  carry 
on  the  work  at  the  cathedral,  and  refers  to  inquiries  made  at 
Strassburg  and  elsewhere  for  skilled  men.  Another  in  1490 
mentions  the  sending  of  five  sculptors  to  Borne  for  ten  years  to 
study  the  antique  ;  so  that  they  could  retum  compétent  to  train 

■  An  entry  in  the  cathedral  annals  of  the  foUowing  year  records  a  pa3nnent  in 
advance  to  Leonardo  for  a  design  for  the  completion  of  the  cathedral  dôme 
(Leader  Scott,  p.  869). 

^  A  model  of  this  is  in  the  Victoria  and  Albert  Muséum. 
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workmen  on  Classic  Unes.  By  the  end  of  the  fifteenth  oentury 
the  rising  génération  of  Italians  had  lost  ail  interest  in  Gothic, 
and  nearly  ail  trace  of  it  had  disappeared  from  their  work. 

The  chief  reasons  why  the  change  did  not  take  place  earlier  TraditionB 
in  the  north  are  that  mediseval  traditions  were  strong  there,  and  ^.  ^/^" 
the  building  guilds  powerful  and  conservativa  Bomanesque  strong. 
churches  such  as  S.  Ambrogio,  Milan,  S.  Michèle,  Pavia,  S.  Zeno, 
Yerona;  public  buildings  such  as  the  Palazzo  Communale  at 
Piacenza,  the  Palazzo  Pubblico  at  Gremona  ;  the  Grothic  palaces  of 
Yenice;  and  last,  but  not  least,  the  Cathedral  at  Milan,  were 
monuments  which  could  not  be  lightly  forgotten  or  ignored. 
The  building  guilds  were  conservative  because  their  members 
had  served  their  apprenticeship  in  one  style  and  were  naturally 
loath  to  change.  In  Florence  the  mason's  guild  was  comparatively 
weak,  and  Brunelleschi  not  only  compelled  its  ''Masters''  to 
work  under  his  orders,  but  also  declined  to  become  a  member. 
His  opposition  to  the  guild  and  victory  over  it  resulted  in  its 
absolute  coUapse.  But  the  Lombard  guild  was  far  stronger,  and 
there  was  no  Brunelleschi  to  dispute  its  ruling.  Owing  largely 
to  its  influence  Filarete  had  been  tumed  out  of  the  cathedral 
post,  and  later  it  obliged  him  to  share  not  only  his  work  on  the 
Hospital,  but  his  salary  as  well,  with  two  other  architects,  men  of 
position  in  the  guild. 

The  method  of  training  apprentices  at  Milan  dififered  some-  Appren- 
what  from  the  Florentine  method.  At  Milan  the  goldsmiths'  in  5^^^, 
workshops  were  not  the  training-ground.  The  more  mediseval 
System  prevailed,  and  boys  served  their  time  on  buildings  under 
the  direct  care  of  the  master  of  the  works.  They  were  selected  by 
the  authorities  for  tuition  under  certain  masters,  and  their  fées 
paid.^  The  heads  of  the  différent  guilds  in  the  northem  towns 
not  only  judged  whether  apprentices,  when  their  time  was 
finished,  were  fit  to  be  admitted  to  membership,  but  also  criticized 
one  another,  and  sometimes  met  in  solemn  conclave  to  pass 
judgment  on  a  member's  work.  Personal  jealousy  no  doubt 
sometimes  dictated  an  objection,  but  at  the  root  of  most  fault- 
finding  was  the  honest  désire  of  the  leaders  of  the  building  craft 
in  each  town  to  maintain  a  bigh  standard  of  excellence,  and  to 
see  that  their  patrons,  the  public,  got  good  money's-worth.  In 
Yenice,  as  in  Milan,  the  guild  was  also  strong,  and,  unlike  the 

1  «(  The  School  of  Bramante,"  by  Baron  H.  von  GeymuUer,  "RJ.BJL.  Tram- 
ac<ion5,'vol.  vii.,  New  Séries,  p.  184. 
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Florentine  guild,  it  continued  strong  after  the  advent  of  the 
Benaissance.  It  numbered  amongst  its  members  the  family  of 
the  Lombardi,  vho  designed  the  best  of  the  early  Benaissance 
buildings  in  Yenice,  and  also  Jacopo  Sansovino,  the  Florentine, 
who  was  head  of  the  guild  between  1527  and  1534. 

Although  the  Benaissance  started  in  Florence,  and  many 
Florentines  did  pioneer  work  outside  the  Bepublic,  it  must  not 
be  taken  for  granted  that  northem  work  is  therefore  merely  a 
copy  of  Florentine.  It  differs  from  it  in  many  respects,  and  the 
difierences  are  often  far  from  being  blemishes.  They  are  mainly 
due,  in  the  first  place,  to  the  prépondérance  of  mediœval  traditions  in 
Milan  and  Lombardy  generally,  and  the  admixture  of  Gothic  and 
Byzantine  traditions  in  Venetian  territory,  and  in  the  second,  to 
material.  In  Florence  stone  was  plentiful,  and  large  blocks  were 
easily  procurable.  No  other  material  had  been  used  there  to  any 
extent  from  time  immémorial.  In  otber  towns  of  Central  Italy, 
Siena,  Fisa,  Orvieto,  etc.,  marble  was  employed  in  its  place.  In  the 
north  stone  had  never  been  the  principal  material.  That  had  been 
brick.  The  valley  of  the  Po,  between  the  Alps  and  the  Apennines, 
which  embraces  the  towns  of  Milan,  Pavia,  Piacenza,  Cremona, 
Mantua,  Ferrara,  etc.,  is  a  huge  clay  field.  Many  early  buildings 
of  Lombardy  are  entirely  of  brick  ;  others  of  brick  in  combination 
with  either  stone  or  marble,  as  at  Verona  especially.  The  Yenetians 
had  no  good  building  material  close  at  hand,  but  they  had  early 
leamt  the  Byzantine  expédient  of  a  brick  carcase  concealed  by 
marble  veneer.  This  coloured  ail  their  subséquent  work,  both 
metaphorically  and  literally. 

There  is  a  third  reason  for  the  difiTerences  between  northern 
and  southem  design,  which  is  frequently  ignored,  although  it  is 
perhaps  the  most  important  of  the  three.  This  is  the  character  of 
the  antique  Boman  work  in  the  north.  Boman  architecture  is  se 
frequently  judged  by  the  important  remains  in  Bome  itself  and  in 
its  vicinity,  that  one  is  apt  to  overlook  the  fact  that  in  distant 
provinces  the  buildings  often  differ  considerably  in  scale  and  in 
détail  from  those  of  the  capital.  Even  at  the  time  when  Boman 
détail  was  purest,  the  âge  of  Augustus,  the  différences  are  notice- 
able.  In  the  Arch  at  Bimini,  built  c.  b.c.  27,  the  proportions  are 
much  lighter,  the  détail  more  délicate.  The  height  of  the  en- 
tablature  is  to  the  height  of  the  column  as  1  to  just  over  5^^ 
whereas  in  the  nearly  contemporary  Temple  of  Castor  and  PoUux, 
Bome,  which  is   generally  quoted  as   the  perfection  of   Classic 


n 


'  BonaiBi,  Veboka. 
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proportions,  the  entablature  is  to  the  column  as  1  to  not  quite  4.^ 
The  order  of  the  Maison  Carrée,  Nîmes,  it  is  true,  has  more  the 
proportions  of  the  Eoman  temple,  but  the  entrance  gateways  at 
Autun,  Buigundy,  again  hâve  the  lighter  touch. 

Amongst  provincial  examples  the  building  that  exercised  most  porta  de* 
influence  in  the  north  was  the  Porta  de'  Borsari,  Verona.  The  BoiBari. 
lowest  storey  is  of  the  time  of  Augustus,  and  in  some  respects 
resembles  the  arch  at  RiminL  The  upper  storeys  were  built  by 
Gallienus  in  â.d.  266,  when  he  restored  the  walls  of  the  city.  Its 
influence  was  partly  due  to  its  position  in  the  centre  of  a  tract  of 
country  in  which  Eoman  remains  were  few — Verona  stands  half- 
way  between  Milan  and  Venice — and  partly  because  it  is  a 
complète  façade  with  Windows  in  the  upper  storeys.  Its  scale  is 
comparatively  small  ;  its  proportions  and  détails  are  not  pure  ;  its 
semicircular  headed  Windows  are  enclosed  either  by  a  moulded 
architrave  which  forms  a  rectangular  frame,  or  else  by  pilasters  at 
the  sides  and  an  entablature  above;  and  pediments  are  used 
omamentally,  attached  to  a  wall  behind.  Thèse  are  its  character- 
istics  ;  and  they  are  also  amongst  the  characteristics  most  closely 
associated  with  the  Benaissance  of  the  north. 

Owing  probably  to  the  Porta  de'  Borsari  the  framed  in  treat-  Framedio 
ment  for  Windows  was  gênerai  in  Northern  Italy  some  years  before  ^'^*^^- 
it  appeared  in  either  Eome  or  Florence.  In  fact  in  a  modified 
form  it  had  been  common  there  ail  through  the  Middle  Ages.  In 
mediœval  buildings  in  Verona,  Venice,  etc.,  simple  Windows 
generally  consist  merely  of  a  single  light,  or  two  or  more  lights 
side  by  side,  with  semicircular,  pointed,  or  foliated  heads,  sur- 
rounded  by  a  square-headed  frame,  sometimes  moulded,  more  often 
formed  of  the  "billet"  design  which  appears  so  frequently  in  S. 
Mark's,  Venice.  AU  the  Benaissance  men  had  to  do  was  to  alter 
slightly  the  détail,  and  the  resuit  was  a  retum  to  the  Windows  of 
the  Veronese  gateway. 

Mention  has  already  been  made  of  the  start  of  the  Benaissance  MUan. 
at  Milan  under  Filarete.    Its  subséquent  development  was  mainly 
nnder  Bramante,  who  ranks  with  Brunelleschi  and  Alberti  as  one 
of  the  three  greatest  architects  of  the  early  Benaissance. 

^  Both  thèse  examples  are  of  the  Gorinthian  order.  1  to  4  is  the  ratio 
approyed  by  PaUadio,  Yignola,  and  other  writers  of  the  sixteenth  century, 
althoogh  some  English  architects  of  the  eighteenth  century,  Gibbs  for  instance, 
prefer  1  to  5. 
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Bramante  was  bom  in  1444,  probably  at  Fermignano,  near 
Urbino.  like  so  many  other  Italians  of  his  time  his  early  bent 
was  towards  painting,  which  he  studied  first  under  Piero  délia 
Francesca,  and  afterwards  at  Mantua  under  the  majestic  Andréa 
Mantegna.  What  his  architectural  training  exactly  was  is  un- 
known,  but  he  must  hâve  corne  under  the  influence  of  Luciano  da 
Laurana,  the  architect  of  the  ducal  palace  at  Urbino,  which  was 
building  when  Bramante  was  a  young  man.  He  also  probably 
knew  Alberti,  who  lived  some  time  at  Mantua,  when  Bramante 
was  working  under  Mantegna,  but  there  is  no  évidence  that  he 
was  ever  the  pupil  of  the  former.*  About  1472 — possibly  a  year 
or  two  later — after  some  time  spent  in  various  cities  in  Lombardy, 
he  settled  at  Milan.  In  1499,  on  the  downfall  of  his  patron 
Lodovico,  Duke  of  Milan,  he  went  to  Bome,  and  there  he  Uved 
until  his  death  in  1514.* 

Bramante's  architectural  work  divides  itself  naturally  under 
two  heads  :  firstly,  his  buildings  in  Northern  Italy,  and  secondly, 
those  built  after  he  had  taken  up  his  résidence  in  the  capital. 
Prom  1500  onwards,  brought  directly  under  the  influence  of  the 
antique  remains  in  Bome,  his  manner  gradually  changed;  and 
although  at  first  there  ai*e  still  signs  in  his  Boman  buildings  of 
northern  influence,  they  soon  disappeared,  and  his  matured  style 
diflers  considerably  both  in  scale  and  détail  from  his  earlier. 

Most  of  his  buildings  in  the  north  show  évidence  of  his  training 
as  a  painter.  The  candelabra-pilasters  with  which  he  decorated 
the  outside  of  S.  Maria  délie  Grazie,  Milan,  are  painted  décoration 
carried  out  in  marble.  The  chancel  painted  in  perspective  in  the 
Church  of  S.  Maria  presse  S.  Satire,  Milan — the  site  not  allowing 
room  for  a  proper  chancel — was  a  painter's  trick,  leamt  from  his 
two  masters  in  painting,  both  of  whom  excelled  in  the  art  and 
theory  of  perspective.  Alberti's  influence  on  him  is  shown  chiefly 
in  the  Palazzi  Cancelleria  and  Giraud,  Bome,  which  are  referred 
to  in  the  next  chapter.  The  west  front  of  his  church  at  Abbiate 
Grasse,  not  far  from  Milan,  is  sometimes  instanced  as  having  been 
inspired  by  the  west  front  of  S.  Andréa,  Mantua,  but  this  is 
doubtful.  It  is  certainly  vastly  inferior  in  design.  The  two 
tiers  of  coupled   columns  on  each   side,  from  which  the  arch 

*  Alberti'a  S.  Sebastiano,  Mantua,  was  begun  in  1460,  and  his  S.  Andréa  in 
1472. 

•  Mesars.  Blaehfield  in  their  édition  of  Vasari  state  that  he  visited  both  Rome 
and  Florence  in  1498,  and  Baron  von  Geymûller  expresses  his  belief  that  Bramante 
knew  the  capital  before  he  went  to  live  there. 
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aprings,  ai-e  poor  substitiites  for  Âlberti's  fine  pilasters,  and  tlie 
arch  bas  no  abuttuent,  and  wonld  long  since  bave  coUapsed  if 


it  had  not  been  for  an  iron  tie-rod.    The  design  and  construction 
are  Eomane&qne,  not  Classic  ;  and  Bramante  more  likely  got  bis 
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idea  from  the  twelfth-century  two-storied  porches  of  the  Cathedi-als 
of  Verona  and  Piacenza  than  from  Alberti'a  chnrch. 

Bramaute's  earlier  manoer  ù  beat  seen  in  the  Saciisty  of  the 
Church  of  S.  Maria  preeso  S.  Satîro  (c  1485),  and  tlie  eastem  part 
of  S.  Maria  délie  Grazie  {c.  1490).'  The  S.  Satiro  Sacriety  is  an 
octagonal  domed  building,  chiefly  remarkable  for  the  rich  and 


CHVRCH   AT  ABBIATCCRASSO. 


PlO.  25. 

olaborate  détail  of  its  interior:  not  the  least  striking  portion 
being  the  frieze  dividing  the  upper  and  lower  atoreya,  with  its 
terra-cotta  busta  inside  wreaths,  âanked  by  children,  the  work  of 
CaradoBso.  At  the  angles  are  bent  panelled  pilastera.  The  effect 
of  thèse  is  satisfactory  because  tbeir  panels  are  iilled  with  carved 
ornament,  which  bides  what  would  otherwise  bave  been  an 
objectionable  Une  down  the  centre  of  eacb.' 

■  For  a  complète  lût  of  Bramante'B  buîldingB,  sse  "  Les  piojeto  primitifs  pour 
la  Basilique  de  S.  Pierre,  etc.,"  by  H.  tou  Oeyinûller. 

'  ThÎB  ia  one  way  of  treatin^  pilastera  on  the  insids  auglee  of  on  oct«goiul 
building;   another,  paiiB  of  pilasten  flanhing  the  angles,  naa  followed  in  the 
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To  the  Gothic  naipde  of  Santa  Maria  délie  Grazie,  Milan, 
Bramante  added  the  well-known  east  end,  consistiog  of  a  central 
square  with  semicircular  apses  to  the  north  and  south,  and  a  long 
chancel  eastward.  The  walls  are  thin,  and,  the  strong  corners 
notwithstanding,  it  is  doubtful  if  they  could  hâve  snpported  a 
masonry  dôme.  Whether  he  intended  one  or  not  is  uncertain. 
The  sixteen-sided  lantern,  with  its  flat-pitched  roof,  which  covers 
and  protects  the  inner  dôme,  is  quite  in  accordance  with  northern 


S.  AARIA  DEUX  GRAZIE. 
IWLJ\A\.  PLA/i  or  CA3T  c/ia 


PiG.  26. 


traditions  ;  but  it  was  added  by  others  after  he  left  Milan.  Each 
side  of  the  upper  storey  is  pierced  by  a  circular  window;  and 
thèse  sixteen  Windows  correspond  with  an  equal  number  of  open- 
ings  in  the  inner  dôme.  Fascinating  as  the  exterior  is,  in  its 
mixture  of  marble,  terra-cotta,  and  brick,  it  is  not  a  good  influence. 
The  simplicity  of  the  rectangular  Windows  and  recesses  in  the 
lower  portion  is  delightful,  and  shows  that  the  architectural  side 
of  Bramante's  mind  was  awakening  ;  but  beautiful  though  some 
of  the  détail  is  above,  the  storeys  do  not  combine  to  form  a  happy 

Sacristy  of  the  Ohurch  of  S.  Spirito,  Florence;  and  a  third,  the  least  aatis- 
faotory,  is  to  place  single  pilasters  across  the  angles. 
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composition.'  la  the  iutcrior  is  seen  that  favourite  device  of  the 
architect'8 — two  concentric  archivolts,  at  Bome  distance  from  each 
oUier,  unîted  by  a  séries  of  circles,  which  iill  tbe  space  between 
them.    A  modified  veraion  of  thU  design,  with  ladiating  quad- 


rangular  panels,  inatead  of  circlee,  ocours  over  the  soutb  door  of 

Como  Cathedral,  which  von  Geymâller  eays  Bramante  began  on 

'  June  6,  1491."    His  sbare  otherwise  in  the  cathedral  is  Bomewhat 

■  Acoording  to  Banm  OejnnSllei,  oui;  the  lower  portion  is  Bramuite'B. 

'  For  %  full  Moount  of  Braiiiuit«'s  syatem  in  deelgn,  including  tha  double 
uchivolt  type,  ses  "  The  3obool  ol  Bramante,"  in  the  R.I.B.A.  Tranaaetiont, 
vol.  Tii.  Naw  S«rleB. 
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hypothetical  ;  bnt  the  saine  authority  attributes  to  him  tbree 

Windows  on  the  Bouth  aide.    The  latter  illnatrate  forcibly  one  of 

the  moet  important  différences  between  Gothic  and  Classic  Windows. 

The  beanty  of  a  Gothic  window  lies  mainly  in  the  raœificatioDS  of 

the  traceiy  in  its  head  ;  ita  frame  is 

generally  simple,  sometimee    it    bas 

none  at  alL    In  a  Classic  window,  on 

the  other  band,  the  frame  is  every- 

thii^,  the  opening  but  a  semicircular 

or    square-headed  void.      The  Gomo 

Windows,  with  their  aide  pilasters  and 

entablatares  and  pedîments,  aie  par- 

ticularly  rich.    The  chorcb  inside  ia 

chiefly  remarkable  for    ita    size,    to 

whicb  scale  is  given  by  the  delicacy 

of  the  framed  openiDgs  at  the  triforium 

level,  and  by  tbe  small  pierced  circles 

above  whicb    light  the  vanlt.     The 

eaatem  portion  ia  triapaal  in  plan,  in 

tbia  respect  resemblîng  S.  Maria  délie 

Gnizie,  Milan,  and  was  probably  de- 

signed    by    Bramante's   foUowers   at 

Como,  Tommaso  Bodari  and  Cristoforo 

Solari,  two  well-known  members  of  Fia.  28. 

the  Lombaidic  guild. 

To  them  and  to  other  "  mastera  "  is  due  the  work  at  Pavia,  "oïk 
Beigamo,  Breacia,  and  other  northem  towns,  executed  in  the  last  °  ^^. 
qnarter  of  tbe  fifteentb  century,  and  in  the  firat  two  décades  of  *o™-" 
the  foUowing.  That  thèse  men  were  good  builders  and  excellent 
craftamen  le  undoubted.  They  had  served  their  apprentioeahip 
and  leamt  their  trade.  But  they  fell  between  two  atools.  They 
had  to  abandon  the  style  in  whicb  their  forefathera  had  worked, 
and  in  which  they  tbemselves  had  been  trained,  and  to  design  in 
a  new.  No  wonder  they  failed.  Their  skill  as  craftamen  euabled 
them  to  master  tbe  détail  of  the  new  movenient,  to  invest  indi- 
vidual  parts  of  a  building  with  beauty,  but  not  to  master  its 
unditrlying  principlea.  Their  work  lacks  rhythm,  and  frequeutly 
repose.  Much  of  it  is  overloaded  with  omament.  Its  beautiea 
and  its  defects  can  be  atndied  and  admired  or  not,  as  each  pleaaes, 
at  Breacia,  in  tbe  porch  of  S.  Maria  de'  Miracoli,  the  Municipio, 
and  the  old  Frigioni,  the  last  one  of  the  simplest,  and  therefore 
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amongst  the  best,  of  northem  buildings  ;  and  at  Bergamo,  in  the 
façade  of  the  Colleoni  Chapel,  attached  to  the  Cburch  of  S.  Maria 
Maggiore.  This  is  a  wonderfol  example  of  ''  sculptors*  architec- 
ture/' and  as  wonderful  in  colour  as  in  omament.  Pink^  white, 
black,  red,  and  grey  marbles  are  mingled  in  elaborate  profasion. 
The  northern  architects  were  particularly  fond  of  colour  schemes 
in  marble.  In  Fra  Giacondo's  "  Loggia  "  at  Verona  the  marble 
columns  in  front  are  altemately  dark  grey  and  pink,  and  marbles 
of  both  colours  are  also  used  for  the  architraves  and  sofBts  of  the 
arches.  But  the  example  that  surpasses  ail  others  in  unarchitec- 
tural  richness  is  the  west  front  of  the  church  of  the  Certosa,  near 
Pavia.  The  body  of  the  church  was  oommenced  in  the  last  few 
years  of  the  fourteenth  century,  but  its  front  was  not  begun  until 
1473.  The  design  of  this  is  stated  to  be  by  Guiniforte  Solari  ;  but 
portions  of  it  are  also  attributed  to  Gio.  Antonio  Amadeo,  who 
designed  and  executed  the  Colleoni  Chapel,  Bergamo,  and  to  Bor- 
gognone,  a  painter,  and  others.^  Many  artists  evidently  had  a 
finger  in  the  pie,  and  if  documentary  évidence  did  not  prove  this, 
the  building  itself  would,  The  front  is  "  paved  "  with  sculptured 
frames,  lovely  in  themselves  as  individual  examples  of  the  sculp- 
tor's  art,  but  altogether  lacking  in  cohésion. 

Bologna.  Bologna  deserves  a  separate  heading,   as,  coming  halfway 

between  Florence  and  Milan,  it  reflects  the  characteristics  of  both 
cities.  Many  of  its  palaces  extemally  follow  those  of  the  former 
toMm  in  scale  and  simplicity  of  design,  but  their  mateiial  is  ohiefly 
brick.  Stone  is  used  for  ground-floor  storeys,  but  not  with  the 
rugged  carelessness  that  gives  such  charm  to  many  a  Florentine 
building.  The  Bolognese,  like  the  workers  in  most  other  northem 
cities,  "worried"  their  stone.  They  shaped  and  worked  it  as 
though  their  delight  was  in  the  forms  they  could  produce  in  it, 
and  not  in  the  material  itself.  The  failing  is  very  marked  in  the 
façade  of  the  Palazzo  Bevilacqua,  otherwise  the  most  successful 
of  early  palaces  in  the  town.  The  extent  to  which  this  "  jeweller's  " 
treatment  can  be  carried  is  illustrated  in  the  Palazzo  dei  Dia- 
manti,  Verona,  in  which  the  stones  are  exact  squares,  except  the 
quoins,  which  are  oblong,  and  each  is  eut  in  facets.  The  Windows 
of  the  Palazzo  Bevilacqua  are  similar  to  those  in  northem  towns, 
and  hâve  none  of  the  Florentine  feeling.    In  the  courtyard  is  seen 

^  Leader  Scott  (p.  878)  says  that  "  Borgognone  was  only  invited  to  the  Certosa 
by  the  Prior  in  1490|  when  the  façade  was  weU  begun/* 
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the  doubling  of  the  bays  of  the  arcade  oa  the  upper  atorey,  which 

waa  a  favourîte  device  of  nortbera  archltecta.     Bramante  carried 

it  to  £ome,  and   introduced  it,  with 

considerabla     improvements,    in     tbe 

cloiBters  he  desigued  for  tbe  Churcb 

of    S.    Maria    délia    Face    (see    Fig. 

40). 

Venice  is  the  third  great  centre  of  Venioe 

the  early  Eenaiasance.   Tbe  movement  l*7&- 

atarted  there  later  thaa  at  eitber 
Florence  or  Milan— in  fact,  b&rdly  a 
trace  of  it  existed  before  1470  ;  and 
even  in  buildings  of  tbe  followiug  two 
or  three  décades  in  which  it  ia  présent 
considérable  adultération  is  apparent. 
Yenice  resisted  it  so  long  because  it 
had  its  own  atyle — one  as  unique  as  it 
is  beautiful — unique  inasmuch  as  it 
vas  a  blend  of  Byzantine  and  Gothic. 
This  rctained  sufficient  vitality  to 
coloux  everything,  until  Sansovino  and  ^va.  ai. 

Palladio  introduced  tbe  matured  Re- 
naissance from  Borne.     Even  after  the  middle  of  tbe  sixteentb 
century  traces  of  tbe  earlier  style  lingered  in  tbe  designs  of 
local  men. 

Of  semi-Renaissance  churcbes  built  prier  to  1520  tbere  is  ^'7. 
little  of  much  value.  The  aisleless  church  of  Santa  Maria  dei 
Miracoli,  won  in  compétition  by  Pietro  Lombardi  in  1481,  owes 
ils  beauty  mainly  to  its  marble  veneers  and  patterce,  and  conse- 
quently  more  to  Byzantine  and  Lombardic  traditions  than  to  the 
influence  of  the  new  movement.  Tbe  dôme  which  covers  tbe 
chancel  is  raiaed  on  a  dmm  above  pendentives,  and  extemally 
recalls  the  dômes  of  S.  Mark's.  The  rounded  top  of  the  nave 
roof  and  the  semicircular  gable  at  the  west  end  appear  strange 
to  Western  eyes,  accustomed  to  pointed  gables  and  pitched  roofs, 
but  the  latter  would  bave  appeared  eqnally  strange  to  the  Vene- 
tians.  S.  Mark's  had  accustomed  them  to  the  rounded  form, 
which  is  gênerai  in  Byzantine  churcbes.  The  roof  and  the  gable 
at  the  west  end  of  S.  Zaccaria  are  similar.  The  front  of  this 
churcb  is  an  example  of  tiresome  répétition  of  order  above  order, 
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and  of  the  poverty  in  scale  which  is  characteristîc  of  much  of  the 
earlier  work  in  Venice. 
Palaces.  The  great  charm  of  Venice  is  the  life  on  its  canals;  and, 

excepting  S.  Mark's,  its  chief  architectural  attraction  is  the 
numerous  palaces  of  ail  dates  which  line  them.  The  substitution 
of  a  waterway  for  dry  land  had  little  or  no  effect  on  either  their 
planning  or  gênerai  design.  The  entrance  doorways  are  generally 
of  good  dimensions,  although  possibly  not  so  large  as  in  Borne 
and  Florence,  where  allowance  had  to  be  made  for  horsemen  and 
for  the  unwieldy  coach  of  the  period.  Many  palaces  hâve  a 
courtyard;  but  few  courtyards  hâve  the  open  arcading  which 
gives  such  distinction  in  other  cities.  The  most  striking  and 
characteristic  feature  of  the  fronts  is  the  balcony  overlooking  the 
canals;  sometimes  only  at  the  first-floor  level,  sometimes  above 
in  addition.  Thèse  balconies  played  a  large  part  in  the  life  of 
the  city.  Before  them  by  day  and  by  night  passed,  in  irregular 
procession,  the  noiseless  gondola  with  its  living  freight,  formerly 
the  sole  conveyance  of  the  town. 
Spacingof  The  method  of  spacing  the  Windows  in  palace  façades  is  worth 
Windows,  jioting.  In  most  buildings  elsewhere  Windows  are  spaced  either 
equally  or  else  irregularly.  In  Venice  the  spacing  has  regularity 
but  not  equality.  The  Windows  in  the  centre  are  grouped  closely 
together,  and  are  ilanked,  in  the  majority  of  cases,  by  single 
Windows,  separated  from  the  others  by  a  wider  margin  of  walling. 
This  peculiarity  is  not  confined  to  Benaissance  palaces,  but  exists 
also  in  the  earlier  Bomanesque  and  Gothic  ones.  It  may  hâve 
originated  from  the  fact  that  in  many  of  the  latter — the  Palazzo 
Gà  d'oro,  for  instance — the  central  openings  are  fronts  of  recesses 
which  form  balconies,  the  Windows  being  behind.  The  effect  is 
most  satisfactory.  The  ends  frame  in  the  central  part,  and  the 
angles  are  strong  and  solid,  the  latter  an  important  necessity  in 
ail  buildings. 
Vendra-  Of  fifteenth-century  Benaissance  palaces,  the  most  beautiful 

^^  and  also  one  of  the  earliest  is  the  Palazzo  Vendramin  Calergi 
on  the  Canal  Grande.  It  was  built  in  1481  by  either  Moro 
Lombarde  or  his  brother  Pietro,  the  latter  the  most  famous  of  the 
family  of  the  Lombardi.  It  has  few  of  the  faults  of  its  period. 
The  Windows,  grouped  as  above  described,  are  each  of  two  lights 
and  in  design  are  similar  to  Florentine  Windows,  except  that  the 
circles  above  the  lights  and  the  spandrils  under  each  enclosing 
arch  are  pierced,    More  light  was  a  necessity  in  Venice  than  in 
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Florence.  Dull,  gloomy  days  are  far  from  uncommon  there, 
although  Yenice  owes  much  of  its  beauty  to  its  humidity,  which 
résulta  in  atmospheric  effects  unparalleled  in  Europe  for  brilliancy.^ 
Between  the  Windows  of  the  two  upper  storeys  of  the  Vendramin 
palace  are  columns,  single  between  the  central  Windows,  in  pairs 
ilanking  the  end  ones/  Thèse  carry  continuons  entablatures. 
The  top  entablature  has  not  the  strength  of  the  great  crowning 
comice  of  Florentine  palaces,  but  it  neither  looks  weak,  nor  does 
it  overpower  the  colunins  below.  On  the  ground  storey  are 
panelled  pilasters.  Panelling  of  pilasters  is  essentially  a  northem 
Italian  practice,  seldom  followed  in  either  Florence  or  Borne  in 
the  fifteenth  and  sixteenth  centuries.^  Alberti  was  perhaps  the 
first  to  introduce  it  in  the  pilasters  on  the  west  front  of  S.  Andréa, 
Mantua.  From  Venice,  Milan,  Bologna,  etc.,  it  passed  to  France, 
where  it  forma  a  leading  characteristic  of  nearly  ail  the  buildings 
of  the  time  of  Francis  I.  The  Palaézo  Corner  Spinelli  was  built 
about  the  same  time  s^  the  Vendnàmin,  and  is  similar  in  design, 
but  smaller  and  somewhat  simpler.  It  has  only  two  central 
Windows,  and  lacks  columns  between  them.  The  lowest  storey, 
consisting  of  a  low  ground  floor  and  mezzanine,  is  of  rusticated 
stone  of  almost  Florentine  severity. 

Alongside  S.  Mark's  stands  the  Ducal  palace,  the  courtyard  of  Duoai 
which  is  a  mixture  of  many  styles.  The  so-called  Giant's  Staircase,  P*^*^- 
and  a  portion  of  the  side  t)f  the  court  against  which  it  stands,  are 
the  work  of  Antonio  Biccio  (or  Bizo),  and  were  executed  in  the 
last  few  years  of  the  fifteenth  century.  The  design  of  the  staircase 
îs  simple  and  beautiful,  but  its  marble  panels,  panelled  balustrade, 
and  gênerai  feeling  are  more  Byzantine  than  Benaissance.  Sanso- 
vino  did  his  best  to  ruin  the  staircase  when  he  placed  his  two 
large  figures — which  give  it  its  name — above  the  top  step.  As  an 
example  of  how  good  work  can  be  unsuitably  placed  this  would 
be  hard  to  beat.    The  end  of  the  court  beyond  was  designed  by 

^  Bright  snn  alone  does  not  produœ  snch  brilliant  effects.  In  a  clear 
atmosphère  its  rays  are  too  dazzling.  The  greyer  the  atmosphère  the  more 
briUiant  the  effects  may  sound  paradoxioal,  but  the  statement  is  trae.  No- 
where  oan  finer  coloor  be  seen  than  in  London,  especiaUy  on  a  November 
aftemoon  when  the  smi  is  setting  down  the  Strand  or  beyond  Westminster 
Abbey. 

*  PaneUed  pilasters  are  far  from  common  in  anoient  Roman  work.  The  Âroh 
of  Hadrian,  Athens,  and  the  Baths  of  Diana,  Nîmes,  are  two  antique  ezamples  in 
which  the  treatment  occors.  In  the  Athenian  ezample  the  pilasters  at  the  angles 
are  panelled  like  those  on  the  Venetian  palace.  At  Nîmes  the  design  ot  the 
panels  is  unnsual  and  ezoeptionally  délicate  and  beautiful. 
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Guglielmo  Bergamasco,  a  native  of  Alzano  near  Bergamo.  Few 
of  the  early  EenaissaDce  architects  in  Yenice  seem  to  bave 
been  Yenetîans.  Tbe  Buoni,  who  started  the  additions  to  the 
ducal  palace,  were  from  tbe  west,  probably  from  Como.  Martino 
Lombardi,  or  Solari,  to  give  him  bis  original  name,  was  from 
Carona  in  tbe  Bergamasque  Alps.  He  ivas  tbe  fatber  of  Moro 
and  Pietro,  and  tbe  first  of  tbe  famUy  nicknamed  tbe  Lombardi 
after  tbeir  native  state.^ 
Souoiedi  ^be  two  buildings  wbicb  express  most  forcibly  tbe  faults  of 

s.^roo    early  Venetian  art  are  tbe  Scuola  di  S.  Marco  and  the  Scuola  di 
Roooo.        S.  Rocoo,  altbougb  tbe  détail  in  itself  is  good  in  botb.    Tbe  former 
is  attributed  to  Martmo  and  bis  son  Moro.    Two  of  the  Windows 
on  tbe  first  floor  bear  a  strong  resemblance  to  the  central  Windows 
of  tbe  Porta  de'   Borsari  (see  Fig.  23),  and  were,  if  tbe  date 
generally  given  be  correct  (1485),  tbe  first  to  bave  pilasters  at 
the  sides  and  an  entablature  and  pediment  above.     The  semi- 
circular  gables  over  them  recall  S.  Mark's.    The  most  objection- 
able  features  on  tbe  building  are  tbe  perspective  panels  on  the 
ground-floor  storey.     Such  effects  are  permissible  in   painting 
and  in  intemsia  work,  but  are  altogetber  out  of  place  in  serions 
architecture.     Ail  the  fifteenth-century  architects  from  Brunel- 
lescbi  onwards  made  a  careful  study  of  perspective,  but  Brunel- 
lescbi  and  tbe  Florentines  generally  used  it  as  a  belpmate  ;  tbey 
never  allowed  it  to  become  tbeir  master.      Tbe  Scuola  di   S. 
Bocco  was  one  of  Pietro  Lombardi's  latest  works.     It  was  con- 
tinued  after  bis  death  in  1521  by  bis  grandson  Santo.     It  may 
be  regarded  as  the  last  word  of  tbe  "  masters  "  of  the  building 
guild,  who  were  forced  by  circumstances  stronger  than  tbey  to 
work  in  a  style  tbey  were  out  of  sympathy  with  and  did  not 
understand.      Tbis   "tentative"  Benaissance    lasted    in  Yenice 
about  fifty  years,  from  1470  to  1520-30.     Before  it  finally  dis- 
appeared  Bramante's  S.  Peter's  was  rising  in  Borne,  and  Sanmicheli 
at  Yerona,  Peruzzi  and  Antonio  San  Gallo  at  Borne,  and  Sanso- 
vino  at  Yenice  itself  bad  carried  the  Benaissance  to  a  culmi- 
nation. 
^  To  summarize  tbis  northern  work;  in  comparison  with  tbe 

mary.  earlier  Florentine  it  is  lighter,  more  f anciful,  more  elaborate.  It 
/  is  to  tbe  latter  what  Greek  lonic  is  to  Greek  Doric.  Tbe  Floren- 
^  tines  regarded  omament  as  a  jewel  wbicb  sbould  be  framed,  and 

^  The  Solarl  was  a  great  building  family.    Ofcher  memberB  of  it  were  employed 
on  Como  Gathedral  and  the  Certosa,  Pavia. 


— DucAt  Palace,  Vesicb,  i 


Fin.  84.— ScnoLA  di  Sas  Rocco,  Vb; 
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therefore  used  it  sparingly.  The  Venetians,  Milanese,  and  Veronese 
scattered  it  with  lavish  hand.  The  Florentines  were,  probably, 
better  figure  sculptors,  but  it  is  doubtful  if  as  carvers  they  com- 
pared  with  the  northem  craftsmen.  One  reason  for  this  is  that 
much  of  the  détail  in  the  churches  and  palaces  of  Florence  is 
ezecuted  in  grey  sandstone  (pietra  serena)  ;  in  Yenice  and  most 
of  the  other  towns  in  the  north  the  material  is  marble.  Another 
is  the  close  interconrse  between  Yenice  and  the  East,  especially 
with  Greece.  There  can  be  little  doubt  that  this  exercised  con- 
sidérable influence.  To  instance  capitals  alone.  In  Brunelleschi's 
Florentine  buildings  capitals  are  mostly  copied  from  antique 
Corinthian  examples  in  the  porticoes  and  péristyles  of  Boman 
temples  :  the  Panthéon,  Mars  Ultor,  Castor  and  Pollux,  etc.  This 
is  the  characteristic  Boman  type.  In  the  north  this  type  hardly 
existed,  and  consequently  does  not  apear  in  Benaissance  work.  Its 
place  L9  taken  by  modified  versions  which  hâve  come  to  be  regarded 
as  créations  of  the  architects  of  the  fifteenth  century.  As  a  matter  of 
fact,  thèse  varieties  probably  owe  their  origin  to  Greece  ;  which,  even 
after  it  became  subject  to  Borne,  maintained  its  artistio  supremacy. 
The  arch  of  Hadrian  at  Athens,  besides  showing  greater  refinement 
and  delicacy,  combined  with  much  lighter  proportions  than  con- 
temporary  buildings  in  Bome,  has  capitals  above  the  pilasters  on 
the  lower  storey  which  are  full  of  the  feeling  generally  regarded 
as  entirely  Benaissance.  In  the  British  Muséum  is  a  little 
antique  marble  capital,  classed  as  "  probably  Greek,"  which,  if  its 
antiquity  were  not  assured,  might  be  included  amongst  Yenetian 
examples  of  the  fifteenth  century.  In  the  same  Muséum  are 
similar  and  larger  capitals  from  the  upper  order  of  the  interior  of 
the  Panthéon,  Bome,  which  dififer  only  from  thèse  in  a  coarseness 
of  exécution  of  which  no  Benaissance  sculpter  would  hâve  been 
goUty.  Many  noilihem  Benaissance  capitals  again  are  based  on 
Bomanesque  examples,  especially  in  the  smaller  towns.  Of  this 
character  are  some  at  Lugano,  in  Italian  Switzerland,  which,  but 
for  a  certain  refinement,  might  be  classed  as  belonging  to  the 
twelfth  century.  After  Brunelleschi  and  his  contemporaries. 
Florentine  sculptors  turned  their  attention  more  to  the  type  of 
which  the  capitals  &om  the  inside  of  the  Panthéon  are  examples, 
and  abandoned  the  heavier  aud  more  "  correct  "  Classic.  But  they 
seldom  succeeded  in  equalling  the  Yenetians  in  the  variety  and 
delicacy  of  their  carving. 

The   Benaissance  of  Northern  Italy  owes    its  good  points 

F 
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RETIAISSAVICE      CAPITALS . 
(FROrt  A  ORAWinC  BT   PROF.  DOnALOSO/l). 
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mainly  to  the  skill  of  its  craftsmen  and  the  beauty  of  its  materials  ; 
as  a  style  it  is  dangerous  to  foUow.  If  an  attempt  be  made 
to  do  so  with  inferior  craftsmen  and  coarser  material,  the  resuit  is 
failnre.  It  was  tbis  Benaissance  of  the  north,  and  not  the 
Florentine  or  the  Boman^  that  first  found  its  way  into  France, 
England,  and  Gtermany 


CHAPTER  V 

THE  CENTENARY   OF    THE  RENAISSANCE  :    SECULAR 

BUILDINGS  (1500-1580) 

intro-        Florence  alone  can  claim  the  honour  of  being  the  birthplace  of 
duotion.     ^^  Renaissance,  but  its  centenary  was  celebrated  ail  over  Italy. 
/  One  hundred  years  after  Brunelleschi's  design  had  been  accepted 
for  the  dôme  of  the  cathedral  the  movement  reached  its  zénith  ; 
not  in  one  city  alone,  but  throughout  the  country.    From  1520  to 
1570  is  its  most  glorious  period  ;  when  its  leading  architects  weie 
in  their  prime,  and  its  most  famous  buildings  were  erected.    The 
culmination  was  reached  in  Italy  before  the  Benaissance  even 
started  in  England;    and    the   principles    upheld    by  Perozzi, 
Sanmicheli,  Palladio,  Michael  Angelo,  etc.,  were  already  regarded 
as  out  of  date  in  their  native  home  before  they  were  brought  by 
Inigo  Jones  to  our  shores. 
Uni-  Throughout    the  fifteenth   century   local  characteristics    aie 

deSm^  "^  everywhere  strongly  marked  ;  in  the  work  of  the  centuries  foUow- 
ing  they  are  barely  perceptible.  Différent  towns,  it  is  true,  atill 
show  distinctive  traits,  but  thèse  are  either  due  to  restrictions 
imposed  by  material,  by  site  irrëgularities  or  spécial  conditions — 
Genoese  palaces  run  up  the  sides  of  hills,  Venetian  palaces  are 
built  at  the  water's  edge — or  else  are  owing  to  the  genius  of  a  few 
men  who  made  certain  cities  their  homes.  The  personal  équation 
looms  even  bigger  in  late  work  than  in  early  ;  and  Bome,  Yerona, 
Yenice,  Yicenza,  and  some  other  towns  can  ail  show  masterpieces, 
similar  in  their  underlying  principles,  but  fuU  of  personal  oiigîn- 
ality  and  individual  charm. 
Borne  Home  is  frequently  cited,  with  Florence,  Milan,  and  Yenice, 

ohief  i^g  ^  centre  at  which  great  architectural  advance  was  made,  and 
from  which  ideas  radiated.  This  is  not  true  in  the  sensé  that  a 
like  statement  is  true  of  Florence,  or  even  of  the  other  towns 
named.      Rome  to  some  extent  took  the  lead  in  the  sixteenth 
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century,  partly  because  of  the  prospects  of  employment  held  out  to 
artists,  by  popes,  cardinals,  and  the  Boman  nobility,  which  brought 
them  to  the  city  in  laige  numbers,  and  partly  because  at  Borne 
alone  could  men  study  properly  the  remains  of  antiquity.  The 
dream  of  every  student  of  architecture  at  that  time  was  to  see  for 
himself  the  great  buildings  of  the  past.  Thèse  were  as  great  an 
attraction  as  the  prospect  of  work.  Borne  thus  became  the  chief 
art  centre  of  Italy,  but  not  in  the  same  way  as  Florence  a  century 
before.  In  Florence  art  developed  and  advanced  through  the 
genius  of  the  Florentines  themselves.  In  Borne  developments 
were  due  entirely  to  outside  talent. 

With  the  possible  exception  of  Giulio  Bomano  (1492-1546) —  "Foreign" 
and  he  did  not  corne  on  the  scène  until  late — no  architect  of  at  Borne. 
the  sixteenth  century  born  in  Borne  reaohed  first  rank.  Giacomo 
délia  Porta  and  Girolamo  Bainaldi  can  hardly  be  placed  there. 
Ail  the  artists  who  most  distinguished  themselves  in  Borne  were 
born  elsewhere.  Bramante  and  Baphael  were  natives  of  Urbioû  ; 
Peruz^i^jsuts  born  near  Siena;  Sansovino,  Michael  Angelo/and 
Antonio  da  San  Gallo  were  Florentines  ;  GjftQQgio  Barozzi,  better 
known  as  Vign^a,  came  from  Yignola,  near  ModcDa.  Even  the 
architects  who  achieved  most  success  in  Borne  in  the  seventeenth 
century,  Carlo  Mademo,  Bemini,  Borromini,  Fontana,  etc.,  were 
not  Bomans  by  birth.  Moreover,  as  the  examples  referred  to 
later  will  show,  such  traits  as  may  be  regarded  as  most  character- 
istic  of  Boman  buildings — secular  at  least — are  hardly  those 
most  prominent  in  other  cities.  In  Bome  the  so-called  "  astylar  " 
style  was  the  one  generally  adopted  for  façades,  and  columns  and 
pilasters  are  the  exception,  save  in  courtyards.  Bologna  and  a 
f ew  other  cities  agrée  with  Bomb  in  this  respect — they  were  really 
following  Florence  more  than  Bome — but  elsewhere,  at  Yerona, 
Yenice,  and  Yicenza  in  particular,  the  contrary  is  the  case.  Bome 
influenced  the  north  through  its  antique  remains  far  more  than 
through  its  modem  bidldings.  Neither  Sansovino,  a  Florentine, 
who  spent  the  last  forty  years  of  his  life  in  Yenice,  nor  Peruzzi,  a 
Sienese,  whose  practice  was  in  many  places,  can  be  regarded  as 
Eoman  influences.  Sai^icheli  and  Pa^adio,  the  two  men  who,  / 
in  addition  to  Sangpvino,  designed  most  of  the  finest  buildings 
outside  Bome,  never  practised  there.  They  both  studied  there 
when  young,  then  each  retumed  to  his  native  city. 

In  this  chapter  and  in  the  following  only  secular  buildings  are  ^*^^*hi8 
included;  with  the  exception  of  brief  référence  to  two  of  Bramante's  ohapter. 
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eccleaîaatical  vorks.    The  oburches  of  the  sixteeuth  and  seven- 
teenth  centuries  are  consldered  in  another  chapter. 

Borne  :     /      The  levival  of  art  in  Rome  was  chlefly  due  to  the  Church  ;  to 

d^Uon.     '■*'*  pop68  and  cardinals.     It  commenced  in  tentative  faehîon  nnder 

Pope  Nicholaa  V.  (1447-55),  waa  continaed  by  Plus  II.  of  Fienza 

and  Siena  (1458-64),  and  came  to  a  head  under  Julius  II.  (1503-13) 

— the  Giuliano  délia  Bovere  ^rith  whom  Giuliano  da  San  Gallo 

travelled  in  France — and  his  successor  Léo  X.  (1513-21)  of  the 

House  of  Medici.      The  capture  and  sack  of  Borne  in  1527  by 

Charles  V.  affected  but  temporarily  the  proeperity  of  the  oity  ;  in 

fact,  it  seema  to  hâve  stimulated  the  popes  and  nobility  to  additional 

euergy  in  ail  directions,  and  especially  in  building. 

Eari^  No  mention  has  been  made  in  previous  chapters  of  fifteenth- 

Buo^     ccQtuiy  buildings  in  Bome,  except  incidentally,  and  îu  truth  there 


is  little  that  calla  for  spécial  mention.  Â  few  palaces,  churches, 
restorations,  and  fittings  can  be  credited  to  Bernardo  Bossellino, 
Filarete,  Alberti,  Giuliano  da  San  Gallo,  his  brotber  Antonio,  and 
other  Florentines.  The  largest  aud  beat  known  of  early  palaoes 
is  the  Palazzo  di  Yenezia,  alongside  the  church  of  S.  Marco.  Its 
main  front,  crowned  by  heavy  macMcolations,  présents  little  of 
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interest.  The  imfinisbed  courtyard  is  better.  In  it  the  Colosseum 
type  of  design  reasserts  itaelf  for  the  first  time  for  centuries.  The 
arches  do  not  spring  from  columns,  as  in  the  courtyards  of  Florence, 
Bologna,  etc.,  but  from  piers  on  the  face  of  which  are  attached 
columns. 

The  opening  days  of  the  sixteenth  century — or  the  last  months  Bramante 
of  the  previous  year — saw  the  arrivai  of  Bramante  in  Bome.    The  s        °^®' 
first  few  years  he  spent  there,  according  to  Vasari,  he  "  lived  with' 
extrême  firugality,"  and,  although  he  was  then  fifty-five,  spent  a 
large  portion  of  bis  time  studying  and  measuring  ancient  buildings, . 
"  not  only  in  Bome,  but  in  the  Campagna  and  Naples."    He  certainly 
measured  Hadrian's  Villa  at  Tivoli — the  great  niche  of  which  (see 
VoL  I.  Fig.  96)  possibly  gave  him  the  idea  for  the  similar  feature 
at  the  end  of  the  Court  of  the  Vatican  Palace — and,  when  at 
Naples,  he  must  bave  visited  Pafi3tum  to  see  the  remains  of  the 
Greek  temples. 

The  earliest  building  in  Bome  attributed  to  him  is  the  Palazzo  Palazzo 
Cancelleria.^  It  was  begun  about  1495,  before  Bramante  resided  ^^^  ' 
in  Bome,  but  he  may  bave  prepared  the  design  during  bis  visit 
there  in  1493.  Although  beautiful  in  détail  it  is  poor  in  scale  in 
comparison  with  bis  later  work.  This  defect  is  accounted  for  if 
the  design  were  made  before  he  came  strongly  under  the  influence 
of  the  old  remains  in  the  capital.  The  façade  is  misleading,  as 
no  indication  is  given  that  behind  it  there  are  two  buildings,  one 
being  a  church,  S.  Lorenzo  in  Damazo,  to  which  the  smaller  door 
gives  access.  To  some  extent  it  recalls  Alberti's  Palazzo  Bucellai, 
Florence.  But  the  spacing  of  the  pilasters  and  the  Windows  are 
différent.  The  latter  are  ail  founded  on  the  Windows  of  the  Porta 
de'  Borsari,  Verona  (see  Fig.  23),  which  they  closely  resemble, 
although  the  détail  is  more  refined  and  délicate.  Bramante  knew 
Verona  well,  and  this  gateway  was  probably  one  of  bis  chief 
sources  of  inspiration  before  he  came  to  Bome.  The  grouping  of 
the  pilasters  in  pairs,  with  walling  between,  is  particularly  happy, 
the  narrow  spaces  framed  by  each  pair  being  half  the  width  of  the 
wider  bays  in  which  are  the  Windows.  Tbis  treatment  was  a 
favourite  of  bis;  and  that  fact,  coupled  with  the  design  of  the 
Windows,  affords  presumptive  proof  that  he  was  the  architect  of  the 
building.     The  two  tiers  of  pilasters  are  approximately  equal  in 

^  Signor  Domenico  Gnoli,  in  an  article  entitled  *'La  Gancelleria  ed^altri 
Palazzi  a  Borna  attribuiti  a  Bramante,"  gives  the  crédit  for  it  to  Antonio  Monte- 
cavaUo,  who  auperintended  the  work. 
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height,  but  as  the  upper  tier  runs  through  two  storeys,  what  might 
otherwise  bave  been  disagreeable  proportions  are  avoided.  The 
pilasters  on  the  back  and  side  élévations  are  equallj  spaced,  and 
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not  in  pairs.  The  walling  of  thèse  portions  is  brick;  onlj  the 
front  is  stone  throughout.  Similar  in  design  to  the  Gancelleria  is 
the  Palazzo  Giraud  (or  Torlonia,  c.  1504).  The  so-called  Casa  di 
Bramante,  in  the  Via  del  Govemo  vecchio,  and  one  or  two  other 
houses,  also  bear  some  resemblance  to  it,  but  von  GeymûUer  says 
that  none  is  by  Bramante. 
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Il  Tempietto,  in  the  cloisteis  of  S.  Fietro  ia  Montorio,  built 
abont  1502,  was  probably  Bratnante's  first  design  after  his  arrivai 
in  Borne.  It  is  a  little  masterpiece,  strongly  imbued  with  tnie 
classic  feeling  and  fine  in  scale.  He  intended  it  to  be  surronnded 
by  a  fiircular  colonnade,  wbich  would  bave  removed  tbe  feeling  of 
isolation  wbich  the  temple  now  bas,  but  tbis  unfortunately  waa 
never  built.  Two  years  later  foUowed  the  cloistera  of  S.  Maria 
délia  Face  ;  paiticularly  interesting  as  ehowing  that  the  architect 


had  not  forgotten  tbe  northem  conrtyarda  with  their  intermediate 
colnmns  on  tbe  «pper  etorey,  and  yet  had  become  enamouied  of  the 
Golosseum  and  Théâtre  of  Marcellus  type  of  design.  The  substi- 
tution of  tbe  lintel  for  the  arch  at  the  gallery  level  is  a  considérable 
improvement.  Tbe  cover  over  tbe  rainwater  outlet  in  tbe  centre 
of  the  coortyard  is  a  characteristic  little  tonch,  evincing  the  care 
Bramante  took  over  small  détail. 

Tbe  remodelling  of  and  additions  to  the  Vatican  was  another 
early  work  of  bis.  Tbis  included  a  great  oonrt  nearly  400  yards 
long,  enclosed  by  galleriea  and  bnildings.  The  ground  being  very 
uneven  and  the  slopee  acute,  tbe  court  was  planned  on  différent 
levela  ;  the  garden  of  tbe  upper  part  being  approached  from  the 
lower  by  flights  of  steps  and  terraces.    Thèse  unfortunately  bave 


Phola:  Minari, 

Fia.  41.— Palazzo  Borouese,  Roue,  coubtvïbd. 

[To/ac^p.U. 
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now  been  built  over,  with  the  reault  that  court  and  garden  are 
eut  off  from  eacb  other  and  the  vista  from  end  to  end  destroyed. 

Bramaote's  work  at  S.  Peter's  ia  oonaidered  in  another  chapter,  Som. 
That  eugaged  most  of  his  time  uutil  his  death  in  1514.    Hia  record  "'"'y- 
tôt  tbe  fifteen  years  he  spent  in  Kome  is  a  truly  reœarkable  one. 
HÎB  artistic  aense  is  manifest  in  everything  from  the  time  he 
started  practice  in  the  noith  ;  but  not  until  he  arrived  in  £ome 


S./\ARIA  DELLA 
RO/At .  CHVRCH  *  CLOISTI 


did  bis  genius  fully  expand.  The  antique  remaine  in  the  etemal 
city  bave  influenced  many,  but  on  none  has  their  influence  for 
good  been  more  marked.  They  affeoted  him  the  more  strongly 
because  he  was  past  middle  âge  when  he  came  under  their  direct 
8way.  His  appréciation  of  them  was  tempered  by  mature  judgment. 
He  did  not  rely  on  them  alone.  He  had  studied  the  art  of  other 
districts.  At  Milan  he  had  been  captivated  by  S.  Lorenzo,  then 
retaining  much  of  its  original  beauty,  altbongb  on  two  occasions 
or  more  it  had  been  injored  by  fire.'    He  had  also  seen  there  the 

■  The  exteneiTe  «ItetatiimB  whioh  ftlmoat  amonnteâ  (o  tm  entirs  rebnilding 
and  cluuigaâ  the  ftppearanoe  of  the  ohuroh  oonaiderably,  did  not  take  place  nntil 
aftei  1578,  ia  nhich  jsar  a  large  portion  oi  the  boUdiiig  collapsed. 
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Cathedral  rise  ;  and  there  and  in  other  cities  of  the  north  had  felt 
some  of  the  beauty  of  Bomanesque  and  Gothic  art.  He  was  able, 
therefore,  to.  pick  and  choose  ;  to  sélect  the  fine  points  in  ancient 
work,  to  reject  the  less  satisfactory,  and  to  complément  thèse  by 
suggestions  from  other  styles.  His  genius  enabled  him  to  blend 
ail  harmoniously  ;  and  to  this  happy  combination  is  owing  largely 
the  individuality  of  his  work. 
miSo  Bramante  stands    halfway  between    the    early    Renaissance 

and  its  maturity.  With  his  death  the  former  definitely  ends, 
so  far  as  Bome  and  the  greater  part  of  Italy  are  concemed. 
The  fine  buildings  of  the  succeeding  and  greatest  period  are  so 
numerous  that  it  is  manifestly  impossible  to  do  more  than  refer 
to  a  few.  Ail  that  can  be  attempted  is  to  draw  attention  to 
characteristics  common  to  most,  and  to  sélect  one  or  two 
examples  for  spécial  mention  which  are  either  essentially  typical 
or  else  especially  beautiful.  Brief  accounts  of  the  careers  of 
the  principal  architects  are  also  added  alongside  the  références 
to  their  buildings.  So  much  of  architectural  advance  was  due 
to  the  individual  in  Renaissance  days,  that  to  appreciate  fully 
the  work  of  each  one  requires  to  know  a  little  about  his  life  and 
surroundings. 

The  Bomans  of  the  sixteenth  century,  like  their  ancestors  in 
impérial  times  preferred,  as  a  rule,  grand  scale  to  every  other 
architectural  considération.  Their  next  insistence  weis  on  sym- 
metry.  The  latter  they  gained,  without  any  sacrifice  of  utilitarian 
necessities,  in  a  truly  marveUous  manner,  as  an  examination  of  the 
plans  of  their  palaces  shows.  With  few  exceptions  their  buildings 
are  distinguished  by  a  réticence  and  sobriety  which  does  them 
great  crédit.  Extemal  omament  is  almost  as  rare  in  Boman 
palaces  of  the  sixteenth  century  as  in  earlier  Florentine.  There 
is  not,  however,  that  strong  similarity  in  treatment  which  dis- 
tinguishes  the  fifteenth-century  palaces  of  Florence,  or  even  those 
of  Venice.  The  principal  architects,  not  being  Boman  by  birth 
but  recruited  from  outside,  did  not  practice  in  Bome  until,  in 
most  cases,  their  style  had  matured  elsewhere.  Glose  intercourse 
between  them  no  doubt  led  to  interchange  of  ideas,  and  each  to 
some  extent  exercised  influence  over  his  brethren,  but  in  the  main 
ail  worked  on  independent  lines.  The  resuit  is  no  jumble,  such 
as  would  hâve  resulted  fifty  years  earlier  if  similar  independence 
had  been  exercised,  because  by  the  sixteenth  century  ail  were 
in  accord  regarding  the  main  lines  of  progression  necessary,  and 
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the  only  différences  perceptible  are  those  due  to  individual  inter- 
prétation of  them. 

In  plan  Boman  palaces  closely  resemble  Florentine,  and  the  Plans  of 
central  courtyard  is  a  feature  in  nearly  ail.  In  large  palaces  ^ 
it  becomes  a  stately  court,  surrounded  by  paved  and  vaulted 
arcades,  sufficiently  high  and  wide  to  enable  the  coach  of  the 
period  to  drive  round  under  them,  and  deposit  its  occupants  under 
shelter  at  the  foot  of  the  grand  staircase  leading  to  the  upper 
floors.  On  the  upper  floors,  corridors  or  galleries  give  access  to 
the  principal  rooms.  The  ground  âoor  was  reserved  for  the  offices, 
servants,  and  often  the  stable.  Over  portions  of  it  in  some  palaces 
is  a  mezzanine  floor  of  low  rooms,  as  in  the  Palazzo  Borghese.  From 
the  stable  accommodation  provided  one  obtains  a  faint  idea  of  the 
state  kept  by  great  Boman  families.  In  the  Palazzo  Altieri  there 
are  fifty-eight  stalls,  in  the  Palazzo  Doria  Panfili  fifty-one,  in  other 
palaces  nearly  as  many.  Their  position  under  a  house  was  often 
unavoidable,  as  local  broUs  were  far  from  uncommon  in  the 
sixteenth  century,  and  to  separate  a  man  from  his  horse  would 
hâve  been  fatal. 

The  greater  number  of  palaces  oocupy  irregular  sites.  Bome  Irregu- 
was  a  thickly  populated  city,  with  houses,  especially  in  the  central  giSs^of  * 
part,  tightly  packed  along  its  narrow,  carelessly  laid  out  streets,  paiaoes. 
and  ronnd  its  open  spaces.  Large  rectangidar  sites  were  seldom 
procurable,  even  when  money  was  f orthooming  in  abundance  to 
pay  for  a  gênerai  clearance.  The  skill  displayed  by  the  architects 
in  obtaining  symmetry  under  most  difficult  conditions  is  one  of 
the  most  fascinating  points  about  the  palaces.  The  great  Palazzo 
Borghese,  for  instance,  occupies  a  pièce  of  land  which  in  outline 
is  not  unlike  a  leg  of  mutton.  The  narrow  end,  facing  towards 
the  river,  contains  an  entrance  hall  and  vestibule,  over  which  is  a 
terrace  garden.  In  the  centre  of  the  other  end  is  the  principal 
entrance,  from  which  is  a  wonderful  vista  through  another  vesti- 
bule and  the  courtyard  into  the  large  garden  beyond.  The  court, 
notwithstanding  the  irregularity  of  the  site,  is  rectangular  (see 
Fig.  41),  and  the  garden  is  symmetrically  laid  out.  Even  in  small 
palaces  a  vista  was  obtained  somehow;  and  when  there  was  no 
space  for  a  garden,  a  représentation  of  one  in  perspective  was  often 
painted  upon  what  otherwise  would  hâve  been  a  blank  wall.  The 
Palazzo  Maccarani  is  another  wonderfully  clever  plan.  But  the 
most  remarkable  plans  are  those  of  the  two  palaces  built  side 
by  side  by  the  brothers  Pietro  and  Angelo  Massimi.    For  a 
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combination  of  practioal  Deeds  and  architectural  dignity  and  eSect 
thèse  are  ansurpaased  (see  Fig.  53). 

Few  Bomao  palaœs  are  faced  with  stone.  The  angle  quoins, 
frames,  and  architraves  of  window  and  other  openings  are  of  that 
matarial,  and  the  ground  storeys  are  occasionally  of  niBticated 
ashlar,  but  the  walling  is  of  brick.  The  bricks  are  long  and  thin, 
like  old  Roman  ones,  and  their  colour  at  ârst  was  probably  equaUy 
debghtful.  But  few  palaces,  alas  !  show  their  original  colour  now. 
In  nearly  ail  cases  the  brickwork  is  covered  by  coats  of  distemper, 
of  singularly  disagreeable  bue,  or  else  by  stucco  also  distempered. 


Kot  only  ia  the  distemper  ngly  in  itself,  but  its  numerons  coats 
hâve  completely  destroyed  the  texture  of  the  walling.  It  bas 
fïlled  the  mortar  joints  to  such  an  extent  that  it  is  diffioult  to  see, 
witbout  close  examination,  whether  the  waUs  are  diatempered  or 
stnocoed.  Red  bricks  apparently  were  generally  used  for  facing, 
but  yellow  bricks,  of  a  deep  orange  shade,  were  not  uncommon. 
In  the  upper  storeys  of  the  conxtytuxl  of  the  Cancelleria  the  bricks 
are  yellow,  and  their  original  colour  and  texture  show.  If  the 
distemper  could  be  oleaned  off  the  walls  of  other  palaces  the 
improvement  to  each  building  would  be  great,  and  the  gain  to  the 
whole  city  enormous.     The  fronts  and  courtyard  walls   of  some 
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palaces  bave  stucco  décoration.  Of  thèse  the  most  elaborate  is 
the  Palazzo  Spada  alla  Begola,  the  work  of  Giulio  Mazzoni,  who 
was  more  of  a  sculpter  than  an  architecte  as  the  design  shows. 

The  façades  of  Koman  palaces  of  the  sixteenth  and  seventeeth  Façades 
centuries  resemble  earlier  Florentine  palaces  as  regards  the  great  J^j^^*^ 
crowning  comice  and  absence  of  pilasters  and  columns,  but, 
owing  to  their  brick  walling,  and  especially  to  their  window  treat- 
ment,  présent  a  totally  différent  appearance.  In  Borne  Windows, 
with  few  exceptions,  are  framed  in  voids.  The  attic  above  the 
comice,  first  brought  prominently  to  the  front  by  Michael  Angelo 
in  S.  Peter^s,  never  became  popular  in  Eome  for  domestic  work, 
although  towards  the  end  of  the  sizteenth  century  Palladio  and 
bis  followers  adopted  it  freely  in  other  cities.  It  is  difScult  to 
say  to  whom  should  be  given  the  crédit  of  starting  the  type  of 
astylar  façade  so  prévalent  in  the  city.  Bramante  certainly  had 
no  share  in  it  ;  bis  façades  are  ail  pilastered.  Not  only  is  the  date 
when  any  building  was  commenced  a  matter  of  some  uncertainty, 
but  in  many  instances  authorities  are  by  no  means  agreed  as  to 
who  was  the  architect.  Thus,  the  Palazzo  Linotte  is  sometimes 
credited  to  Antonio  da  San  Gallo  the  younger,  sometimes  to 
Peruzzi;  and  its  date  is  variously  given  as  1515,  which  would 
make  it  amongst  the  very  first  of  its  type,  and  1534  ;  the  latter 
by  Letarouilly.  The  front  was  either  never  finished,  or  else 
mutilated  later,  but  is  well  deserving  of  careful  attention.  The 
probability  is  that  San  Gkillo,  Peruzzi,  Baphael,  and  others  were 
simultaneously  trying  to  solve  the  same  problem  and  were  pro- 
ceeding  on  similar  lines. 

The  Palazzo  Sacchetti,  which  Antonio  da  San  Gallo  the  Ezampies 
younger  built  for  himself  about  1543 — a  noble  house  for  an  feo^ta^^ 
architect — may  be  taken  as  a  typical  example.  At  the  top  the 
crowning  comice  ;  below  both  the  first  and  second  floor  Windows 
two  string- courses,  the  upper  in  each  case  forming  the  window- 
sill  ;  and  between  the  two  floors  a  mezzanine  with  Windows  half 
the  size  of  the  principal  ones.  The  alternation  of  large  and  small 
Windows  is  often  most  effective.  But  for  this  the  façade  of  the 
great  Palazzo  Borghese  would  appear  commonplace.  The  small 
Windows  give  it  scale.  In  provincial  cities  the  alternation  is 
rarer,  as  the  buildings  bave  seldom  the  height  and  bulk  of  Boman 
palaces.  The  Palazzo  Farnese  at  Piacenza,  commenced  by  Vignola 
about  1558,  is  an  eirception,  and  an  ëspecîafly  interesting  one,  as, 
never  having  been  finished,  the  portions  built   show  how  work 
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proceeded.      TTi^  fiflP*''^^  flTftTïipIp  "^  frW   typ*-  ■■*  »"""   is    the 
Falazzo  Fameee,  built  for  Cardinal  Alessandro  Farnese,  after- 


warde  Pope_Faul  III.    Whe!i_it_WM_:Cpm_menced  is  aomewliat 
UBcertaln.     Measra.  Blashfield,  in  their  édition  of  Vasari'B  Livee, 
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State  that  Alessaadro  "  bonght  the  house  wbich  was  afterwards 
transfonned  into  tbe  Famese  palace.  Successive  porchases  of 
groand  were  followed  by  successive  enlargements  of  the  plau  ;  the 
work  began  in  1517,  aud'iu  1534  Antonio  da  San  Gallo.  haaing 
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himself  on  the  old  plans  made  new  ones."  The  palace  is  so 
symmetrical  and  rectangolar,  that  altbougti  some  of  the  foundations 
for  another  design  may  hâve  been  utilized,  it  ia  unlikely  that  any 
of  the  existing  auperstructure  is  earli^  than  the  çf^itore  of  Borne 
in  152XJL.  At  the  time  of  ^n  GhtUo's  death  (1546)  tbe  second 
storey  was  still  unfinished.^    TEat  vas  completed  by  Michael 
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ÂQgelo,  whg_added  thecrowniog  comice;  and  later  hia  pupil 
Giacomo  della  Porta  mode  some  additions.  In  fine  scale  and 
simple  di^nity  the  maia  façade  holds  ita  own  wilEnihe  Eiccardi' 
ana  Strozzi  pslacea  of  Florence.  The  width  of  the  valling./; 
between  the  Windows  ia  double  the  width  of  each  o^niQg,  and 
the  dîatance  from  the  bead  of  one  window  to  tbe  sill  of  tbe 
window  above  is  also  double  tbe  beight  of  each  window.  Thèse 
proportions  are  not  apparent  at  the  tiist  glance  ;  as  the  eye 
'  Letarouillj  gives  the  date  ot  oommenoement  as  1630. 


I.  49.— PaI^ZZO   FiRNESE,    î 


Fia.  50.— Palazzo  Farnesk,  Rome,  c 


THE  CENTENARY  OF   THE   RENAISSANCE  83 

resta  on  the  spaces  between  the  engaged  columns  forming  the 
frames,  and  between  pediment  and  sill,  and  hardly  realizes  the 
distances  between  the  openings.  To  be  successful  thîs  type  of 
design  demanda  an  expansé  of  waUing  only possible  in  Italy  and 
other  hotjBûuntries,  in  which  rooms  require  to  be  lofty — store- 
rooms  of  great  cubic  capacity  of  air — window  openings  to  be 
relatively  small,  and  preferably  not  to  reach  toojiear  the  ceiling. 
In  langlanO"  dimensions  such  as  those  stated  above  cannot  be 
expected,  and  such  relative  proportions  are  impossible.  The  only 
palace  of.this  type  which  eq^uals  the  Ffimftflft  îîi  >tg  tifnrnrtînifl 
jQ  f.iii>  'PoTi/^r.ifîyij^piorQpce,  but  it  is  only  two  storeys  in  height 
and  a  smaUeç  buïïc[î3g_in.--alL -respecta  (see  Fig.  18).  The 
Windows  in  thèse  two  palaces  are  probably  the  finest  in  Italy  of 
tneir  kind^  Theîr  supënôrity  in  pcale  to  contemporary  ones  in 
other  parts  of  Italy — compare  wilh  Bergamasco's  in  the  Ducal 
palace^  Venice  (Fig.  33) — isjgartly^ue  to  the  greater  skill  of  San 
Gallo  and  Michael  Angelo,  but  princîpairjf.tû.the  superiority  of 
antique  examples  m  Bome  over  those  pf  thâ.  nojrth.^  The  south 
front  is  jn  somè  respects  finer  than  the  north.  The  wings  which 
project  on  "each  side  form  teitaces  at  the  first-floor  level,  and 
enclose  the  garden  which  formerly  sloped  down  to  the  Tiber. 
Thîe  centre  of  the  front  was  orîgînally  open,  but  was  filled  in  by 
'îeUâ  PQrta  m  1575.  His  work  in  itself  is,unsatisfacl;ûty,  but  his 
comice  oveiTthe  piïâsters  on  the  second  floor  enables  one  to  realize 
the  noble  scale  of  the  main  comice  round  the  rest  of  the  building. 

e  ground  and  first  storeys  01  the  courtyard  are  arcaded,  Oourt- 
their  design  being  strongly  modelled  on  the  Colosseum.  Together  ^ 
they  form  a  fine  and  3îgiiîfîed  example  of  their  type,  spoilt  only 
by  the  later  fiUing  in  of  the  openings  on  the  first  floor  and  the 
insertion  _(î'  Windows.  Ihe^upper  jtorey,  àdded  by  Michael 
Angelo,  is  not  arcaded.  It  is  chiefly  notable  for  its  pilaster  on 
pilaster  treatment,  which  was  repeated  by  délia  Porta  on  the 
soutn  iront.  This  idèa'wasevfdently  regârded  with  faveur  by 
later  architectsj'udging  by  the  number  of  otherwise  plain  buildings 
in  which  it  is  introduced.  The  open  vestibule  leading  to  the  court- 
yard, with  its  double  rows  of  granité  columns,  is  exceedingly  fine. 
Over  the  cOTteâl  carriage  way  is  a  panelled  barrel  vault,  the  sides 

'  In  the  Aoqueduot  of  Claudins  outside  Bome  are  fine  ezamples  of  arched 
openings  with  side  columns,  and  with  entablatore,  etc.,  above.  Their  scale  is 
bolder  and  their  proportions  more  vigorous  than  those  of  the  Porta  de*  Borsari, 
Yerona,  for  instance. 
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having  panelled  flat  ceilings.  This  veatibtJe  and  the  two  lower 
storeys  of  the  court  are  San  Erallo's  work,  and  are  alone  sufEcient 
to_ahow  that  he  waa  an  architect  of  high  otder. 

Baldasaare  Peruzzl,  one  of  the  finoBt  aitists  of  the  Renaissance, 
was  bom  at  Siena  in  1481',  and  died  in  Borne,  in  poor  circum- 
Btances,  in  1536.  Educated  at  first  as  a  painter,  he  never 
abandoned  entirely  his  eatly  calling,  although  bis  famé  is  greatest 
as  an  architect.  A  contemporar;  and  friend  of  Baphael,  who 
was  two  years  bis  junior,  they  collaborated  together  over  the 


famons  décorations  of  the  Ytlla  Farnesina  or  Chigi,  on  the  oat- 
skirts  of  Rome,  which  building  Feruzzi  designed  for  Agostino 
Chigi,  a  tich  Roman  banker,  but  a  native  of  Siena.  The  villa 
is  chiefly  intereating  for  its  plan,  and  for  the  Windows  in  the 
Meze  of  the  top  entablature  outside,  which  are  framed  in  by 
heavy  swags.  In  the  Palazzo  Albeigati,  Eologna,  attribnted  to 
him,  are  Windows  simîlarly  placed.^  Ferazzi's  forte  in  paint- 
ing  was  moral  décoration.      He  excelled  especially  in  fresco, 

1  The  nome  and  date  oarred  ou  the  front  are  "  Annabale  Albergati  1640,"  *.«. 
lonr  yeue  atter  Perosd'i  death.  If  Perazii  dealgned  this  palaoe  it  cannot  hâve 
beeu  oorried  ont  exactl;  m  be  woold  bava  wished.  The  nindowe  ot  the  pduoipal 
flooT  are  Bnoh  ae  a  nothem  atohiteot  might  bave  designed,  but  hardly  the 
arcbîteot  of  the  MoBeimi  palaoe. 
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chiarascuro,  and  perspective.     He  painted  few  if  any  "  pictures." 

Through  the  generosity,  apparently,  of  his  patron  Chigi  he  was 

enabled  to  dévote  a  large 

amount  of  time  to  care* 

fui  study  of  the  antique 

remains  in  Bome.^    But 

his    mouldings   are   far 

finer   than    any    to    be 

found  in  the  old  build- 
ings in  the  capital. 
'  Whether  he  ever  studied 

Greek  buildings  is  un- 

known,  but  his  refined 

and  sensitive  nature  was 
/      akin    to    that    of    the 

Greeks,  and  led  him  to 

give  to  ail  his  détail  a 

wonderful     subtlety, 

otherwise  unknown  out- 
i  side  Greek  architecture. 

He  had  not  the  strength 

or  commanding  person- 

aUty  of  a  Michael  Angelo 

— brute  force  it  might 

almost  be  called  at  times 

— but     his     refinement 

never  caused  his  art  to 

degenerate    into    weak- 

ness. 


-<  - 


^ 


T 


S 


l 


c 


^ 


<  1 . .  I .  É I . .  ■  É .  I 


Fio.  52. 


Two  contemporary  buildings  of  the  Benaissance  more  unlike  Poiuso 
each  other  it  would  be  difScult  to  find  than  San  Gallo's  Famese 
palace  and  the  Palazzo  Pietro  Massimi  aile  Colonne^  to  give  it  its 
f ull  name,  the  work  of  Peruzzi.  The  former  impresses  by  its  fine 
scale,  the  latter  fascinâtes  by  its  perfect  détail  and  délicate  beauty. 
One  is  the  work  of  a  man  of  great  ability,  the  other  the  chef 
(Tceuvre  of  a  consummate  artist. 

The  Palazzi  Massimi  are  two  palaces  standing  side  by  side, 
which  were  built  abobt  1532  for  the  brothers  Pietro  and  Angelo. 
They  occupy  the  site  of  an  earlier  bouse  belonging  to  the  family 

>  Many  of  his  measiirements  and  drawings  were  incorporated  later  hj  his 
papU  Serlio  in  his  "  Architettura,"  published  in  15i0. 
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which  sufTered  badly  io  the  sack  of  Eome.  The  besuty  of  Piçtro's 
palace  bas  prevented  full  justice  being  done  to  his  brother's,  which 
is  mnch  simpler  in  design,  whilst  the  planning  of  both  is  superb. 
The  façade  of  Angalo's  is  a  graceful  example  of  the  type  to  which 
the  Sacchetti  palace  belongs,  and  its  détail,  as  might  hâve  beea 
expected  from  Ferozzi,  is  délicate  and  refined.  The  front  of  the 
aile  Oolonne  is  more  elaborate  and  of  ruBticated  stone  throughout. 
Both  palaces  aie  small  compared  with  others  in  Eome.  Fietro's 
owea  it8  charm  to  its  proportions,  to  the  design  and  disposition  of 


Fis.  h. 

ïta  Windows,  and  to  the  colonnaded  loggia  which  forms  the  entrance 
porch.  The  whole  front  is  slightly  curved,  following  the  line  of 
the  Street.'  Peruzzi's  préférence  for  trabeate  construction  aod 
his  incomparable  détail  are  well  illustrated  in  the  design  of  the 
loggia,  and  in  the  colonnades  across  the  eouth  end  of  the  little 
central  courtyard.  The  barrel  vaults^  which  spriog  from  the 
entablatures  abore  the  colnmns  on  the  ground  âoor  of  the  latter 

■  Appuentl;  the  aorve  wm  «n  ftfterthoogU,  u  ewily  plans  whioh  hâve  been 
presetred  show  tbe  front  Btnight. 
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ftre  pierced  by  obloDg  openioga,  to  give  more  light  to  the  rooms 
behind  It  bas  been  Buggested  tbat  thèse  are  later  insertions,  but 
this  is  nnlikely.  On  the  contraiy,  it  appeais  aa  though  the  design 
of  the  panelling  of  the  vault  was  apecially  dictated  by  the  necesaity 
for  pioviding  such  openii^.  The  upper  gallery  at  the  Boutfa  end 
with  its  flat  panelled  ceiling,  white  marble  doOT-frames,  and  paint«d 


walls  is  one  of  the  most  interesting  portions  of  thÎB  extraordinarily 

beautiful  building. 

The  arcbitects  who,  after  the  ones  already  mentioned,  exercised 

most  influence  on  architectural  design  in  Borne  in  the  first  half  of 

the  sizteenth  century,  were  Michael  Angelo  and  Vignola, 
Micb&el     I       Michael  Ângelo,  bom  in  Florence  in  1474,  waa,  at  the  âge  of 
îm-"'    /  fourteen,  apprenticed  to  Ghirlandajo,  the  painter.     After  a  short 
1664.      '    time,  however,  he  was  invited  by  Duke  Lorenzo  to  tate  up  his 
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résidence  at  the  ducal  palace  and  study  sculpture.  There  be 
remaiued  nntil  ^9  death  of  bis  patron  in  1492,  mastering  the 
technique  of  both  painting  and  sculpture.  The  greater  part  of  bis 
long  life  waa  devoted  to  tbese  two  arts,  but  of  bis  Buccess  in  thera 
it  ia  unnecessary  tg  gpei^^ere,  except  so  f ar  as  they  touch  the  art 
of  areEîtecture. 

'    In  Florence  be  partly  desij;ned.Jiie-aflcond  sacristy  of  the  hïb 
cbuTch  of  fe.  Lorenzo,  known  as  the  Sa^restia  Nuova  to  distingoish  2^jL*° 


SACRtSTlA  /4UOVA  S.  LORL/NZO.  FLORL/NCt. 
ITonSS  or  THE  J^EDICl) 


PiQ,  68  (teJlta  WilftwiKm). 


it  from  Brunelleschi'H  earlier  sasà^.  It.waa  intended  aa.  e 
TTmîïmiTîïïiTTrTnr.  f.hn  MaHinî  fnmily^  and__wa8  begiiu  about  1521. 
Only  two  of  the  six  sarcophagi  he_propo3ed  to  erect.  there  were 
fijiîshed,  but  thèse  are  marvellous  works,  whether  judged  from  the 
standpôint  of  mihitecture  or  of  sculpture.     A  few  years  later  he 

"dg^igiiftiï'tbe  EaïïrënSân  Library,  also  attached  to  S.  Lorenzo, 
which  wa8_Gom2leted  hyYaaajj.     The  vestibule  of  thia  is  remark- 

S^.  More  severe  criticism  bas  been  levelled  at  it  than  at  any 
(^er  wèrrTfnown  arehitectural  work.  But  througbout  it  bears 
thç  stamp  of  originalîty.    Whether  it  is  wise  to  break  up  a  wall 
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surface  by  frsmed  niches,  and  \sj  columns  recessed  îoetead  of 
projectiog,  is  a  matter  of  opinion  ;  there  can  be  no  donbt  tbat  it 
is  pennissible.  A  plain  expanse  of  wall  is  reposeful  and  often 
désirable,  bat  it  cannot  be  said  to  be  exciting,  and  it  maj  be 
exceedingly  dalL  Miobael  Angelo's  vestibule  is  not  dull.  Its 
columns  and  nichea  are  far  finer  in  sc&le  and  proportion  tban  the 
pilastera  and  niches  in  the  sacriaty.  Tbe  design  may  be  a 
dangerous  one  to  take  as  a  précèdent  \  an  attempt  to  copy  it  hy 
a  less  virile  man  might  end  in  failure  ;  but  ail  who  like  to  see  a 
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Pio.  59  (htûit  WilWfuon). 

man's  individuality  paramount  in^hia^work  muât  acknowledge 
that  tHe^conception  througliout  is  great.  ïhe  carrying  of  it  out 
may  be  defective  in  placés|"5ûE"£he  greater  part  of  the  work  was 
executed  after  Miobael  Angelo's  deatb.  In  "sculptors'  arohi- 
teetlire"  the  chief  defect,  as  a  ruie,  is  smallness  of  détail.  The 
man  who  carved  the  David  out  of  a  great  block  of  marble,  and 
painted  the  ceiling  of  tbe  Sistine  Chapel,  was  not  likely  to  fall 
into  that  error.  The  statement  generally  made  abont  Michael 
Angelo  is  that  he  took  up  architecture  late  in  life.  This  is  only 
partîally  tnie.      In  the  ârst  balf  of  the  sixteenth  centmy  the 


F[G.  60  (Leslie  Wllkin 
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distinctions  gênerai  now  did  not  ezist.  AU  artists  of  repute 
practised  more  than  one  art.  When  asked,  in  1546,  to  continue 
the  building  of  S.  Peter's,  Michael  Angelo  excused  himself  at  first 
beciuse  of  his  âge,  and  also  because  he  said  architecture  was  not 
the  art  în  which  he  felt  he  most  excelled.  But  he  had  already 
practised  it^  and  had  always  been  in  a  différent  position  from  a 
modem  sculpter  who  attempts  architectural  comi)osition.  He 
had  "thought"  on  big  architectural  Unes;  and  the  value  of 
thinkiog  without  having  etemally  to  express  one's  thoughts 
becomes  évident  in  his  next  architectural  venture. 

This  was  the  laying  ont  of  the  top  of  the  Capitoline  hill,  for  Buildings 
which  he  received  the  commission  about  1538.    Thé  resuit  was  capitol. 
the  Piazza  del  CampidogUo,  one  of  the  most.atfttelY.  "  squares  "  in 
K^me^although  one  of  the  smallest.     Its  irregularity  adds  con- 
siderably  to  its  beauty;  and  the  sinkingof  the  ce^^  portiou  by 
about  a  foot  is  a  great  gain  to  the  palaces  OBjits  three  sides.     In 
the  middle  lUc^aeTAngëlo  placed  the_  fine-  antique  equeatrian 
statue  ôf  Marcus  AureUus,  for  which  The  designed  the  simple  but 
efifective  pedestal.    At  the_^end^f  thejpiazza  stands  the  Palazzo 
3ei  Senatore,  and  on  either  side  the  Palazzo^deî  Conservatori  and 
the  Palazzo  del  Museo  Capitolino.     The  first  bas  a  rusticated 
bagement,  above  which  are  pilasters  running  through  two'  storeys, 
and  its^merit  Ues  in  the  fine  outside  staircase  wjiich  leads  to  the 
haU  on  the  first  floor,  whicE  is  jpart  of  'an  earlier  buUding.     This 
staircase  and  the  flight  of  steps  facing  îl  leadîng  u£^  to  the  piazza 
are Jhe  only  portions  executed durîng thearchitect's lîffetilhe.     He 
designed  the  two  buÛdiDgs'at  the  sides,  but  died  before  either  was 
^mmenced'.     They  may,  however,  be  regarded  as  his  work/'excêpt 
in  respect  to  some  of  their  détail,  and  show  him  at  his  best.     The 
façades  are  identical  in  design.     There  is  a  breadth  and  dignity 
about  each  front  which  has  seldom  been  eqnalled.    PUasters  on 
podfiâtals  start  from  the  ground,  run  through  two  storeys  and  carry 
an  important  entablature,  above  which  is  a  balustrade  surmounted 
T>y  figures.    Tn  iio  other  buUding  is  this  treatment  more  successful. 
The  pilaster  on  pUaster  design,  already  noticed  in  the  Famese 
palace,  is  hère  repeated  ;  the  resuit  being  that  the  Windows  of  tlie 
uppèr""ÏÏôor  sland  in  recessedjanels.     The  openings  to  the  loggia 
on  the  groûnd  flôor  are  spanned  by  lintels  supported  on  detached 
columns,which  flank  the  great  pUasters  and  give  them  scala 
This  combination  of  columns  and  attached  pilasters  had  never 
been  attempted  before,  and  is  the  most  original  portion  of  the 
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design.    It  was  followed,  with  modificatioDS,  by  later  men,  and 
might  vell  be  repeated  more  ofteo  in  modem  work. 


BVILDI/^GS    0/1  THE    CAPITOL,   ROME. 


Fio.  SI  (Irftarouilli/). 

TignoU.  Giacomo  Barozzi  Vignola,  the  author  of  "  Kegola  delli  cinqne 

ordîm  d'architettura,"  designed  many  buildings  îd  and  abont 
Eome  and  in  other  cities.     Among  his  beat  known  are  the  Villa  di 
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Papa  Giulio,  in  the  country  beyond  the  Porta  del  Popolo,  Kome  ; 
the  Palazzo  C&prarola,  tliirty  miles  from  the  city,  built  for 
Aleseandro  Fanieae  about  1547  ;  and  tlie  Farnese  palace,  Piacenza, 
alieady  mentioned.  The  Palazzo  Caprarola  stands  on  a  hill  over- 
looking  the  Httle  town  of  the  same  name,  and  is  chiefly  remarkable 


for  its  plan,  and  the  laying  ont  of  its  gardons,  with  their  terraces 
and  âights  of  steps.  Tha  circular  court,  65  feet  in  the  olear, 
wbich  occupies  the  central  part  of  this  curiously  shaped  building, 
is  s  very  fine  idea,  and  possibly  si^geated  to  Inigo  Jones  the  court 
be  intended  at  'Whîtehall.  The  entrauce  front  of  the  pope's  villa 
is  not  întereeting,  but  the  design  at  the  back,  round  the  courtyard. 
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is  very  striking  ;  eapeciallj  thé  groand  storey  with  its  great  arched 
openinge  and  péristyle  of  colamns  supporting  lintels. 
Th«  llntel  With  the  advent  of  the  Kenaissance  the  lintel  to  soine  exte&t 
[Qgg^  ~  regained  the  poaitioD  it  had  lost  in  the  Middle  Agea.  From  the 
tîme  of  BniDelleschi  it  waa  always  to  the  fore.  Architecte 
evidently  appreciated  ita  eesthetic  superiority  over  the  arch,  and 
many  used  the  two  aide  by  aide  ia  the  aame  building.  To  the 
porist  thia  is  wrong,  no  matter  what  the  resuit.     Ko  donbt  the 


Fis.  61. 

oombination  of  lintel  with  arch  or  vault  requires  oareful  handliug, 
bat,  if  suocessful,  ail  the  more  crédit  to  the  man  who  makes  the 
attempt.  There  can  be  no  objection  to  it  if  managed  as.  success- 
fully  as  in  Brunelleschi's  entrance  loggia  to  the  Pazai  Chapel, 
Perazzi's  Ic^gis  in  the  courtyard  of  tbe  Massimi  palace,  and 
Vignola's  VÛla  di  Papa  Giulio.  A  combioation  that  is  objection- 
able  is  an  arch  which  could  not  possibly  stand  if  it  were  not  for 
the  girder  above  it.  That  inconsistency  waa  left  for  modem 
architecte  to  discover.  Steel  and  reinforced  concrète,  by  aome 
now  regarded  as  bugbears,  may  end  by  being  acclaimed  aa  bleas- 
ings,  if  their  employaient  resuite  in  the  ousting  of  the  arch,  and 
the  gênerai  adoption  once  more  of  a  trabeated  aystem  of  design. 
That  is  the  natural  end,  if  thèse  materials  are  used  honestly.  For 
that  reason  the  buildings  of  the  Renaissance  architecte  in  which 
the  lintel  is  uaed,  particularly  Michael  Angelo's  on  the  Capitol 
hiU,  are  eepecially  deserving  of  atudy  at  the  présent  time. 
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Whiist  Feruzzi,  San  Gallo,  Raphaël — if  he  did  little  bidlding  Derelop. 
hia  influence  on  architectural  development  was  undoubtedly  con-  ïhenOTth. 
siderable — Vignola,  and  Michael  Angelo  were  striving  to  advance 
the  Renaissance  in  Rome,  Sanmicheli,  Sansovino,  and,  later,  Palla- 
dio, with  the  same  object  in  view,  -were  equally  busy  and  equally 
suecessf ul  in  the  norÛL  Each  achieved  his  greatest  triumphs  in 
one  city  :  Sanmicheli  atYerona,  Sansovino  atVenice^euid  Palladio 
^Vicenza. 

Michèle  Sanmicheli,  bom  at  Yerona  in  1484,  was  cradled  in  San- 
the  profession,  as  both  his  father  and  uncle  were  arohitects.  "^^^^^l^- 
When  only  sixteen  he  was  sent  to  Rome  to  study.  Like  so  many  ' 
of  his  contemporariesy  much  of  his  work  was  military  engineering,  ^ 
in  which  he  early  achieved  a  great  réputation.  He  was  successively 
employed  by  the  Papal  States,  Venice  and  Milan,  to  strengthen  or 
to  build  anew  their  various  fortifications.  His  practice  in  this 
branch  coloured  much  of  his  subséquent  work.  Of  the  three 
entrance  gateways  to  his  native  city  which  he  designed,  the  Porta 
del  Palio,  Porta  Nuova,  and  Porta  S.  Zeno,  the  first-named  is  an 
exceedingly  fine  design,  especially  on  the  city  side.  The  attached 
columns  are  rusticated  as  well  as  the  walling.  This  is  amongst 
the  earliest  examples  of  columns  so  treated.  Sanmicheli  carried 
his  engineering  severity  into  the  Palazzo  Pompei,  which  is  some- 
what  uninteresting  in  conséquence.  But  he  could  be  playful 
when  he  chose.  The  upper  storey  of  the  Palazzo  Bevilacqua 
{e,  1530)  is  one  of  the  richest  and  most  varied  in  design  in  the 
whole  range  of  Renaissance  façades.  Its  bays  are  altemately  wide 
and  narrow,  and  are  divided  from  one  another  by  fluted  columns, 
the  flûtes  of  each  alternate  pair  being  spiral.  In  each  wide  bay  is 
a  huge  semicircular-headed  window,  whiist  in  each  narrow  bay 
there  are  two  Windows,  one  above  the  other  ;  the  lower  of  fair  size 
and  arched,  with  pilasters  and  a  pediment,  the  upper  ones  smaller 
and  simple  rectangles.  In  the  interior  of  the  Gapella  Pellegrini» 
attached  to  the  church  of  S.  Bernardino,  Sanmicheli  showed  to  a 
still  greater  extent  that  he  delighted  in  rich  e£fects  when  oppor- 
tnnity  offered  and  circumstances  were  favourable.  The  flutings 
of  the  columns  hère  are  also  spiral.  Notwithstcinding  his  train- 
ing  in  Rome,  Sanmicheli  evidently  allowed  his  native  antiquity, 
the  Porta  de'  Borsari,  to  influence  him.  In  the  Porta  some  of  the 
columns  hâve  spiral  flûtes,  and  the  openings  are  not  unlike  the 
smaller  arched  Windows  in  the  Bevilacqua  palace.  The  Palazzo 
Canossa  is  by  some  attributed  to  Sanmicheli,  but    it  is  very 
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différent  from  his  other  palaces  in  Verona,  and  even  if  commenced 
by  HiTn  was  probably  finished  later  by  Palladio.  In  some  respects 
it  is  the  finest  palace  in  the  town.  It  bas  not  the  unnecessary 
simplicity  of  the  Palazzo  Pompei,  nor  the  somewhat  redundant 
richness  of  the  Bevilacqua. 
San-  Sanmicheli's  immédiate  contemporary  was  Jacopo  Sansovino, 

sovino.  ij^yjj  jjj  Florence  in  1486.  His  real  surname  was  Tatti,  but  he 
was  apprenticed  to  the  Florentine  sculptor-architect,  Andréa 
Sansovino,  who  took  a  great  fancy  to  him,  and  whose  name  he 
subsequently  bore.  His  earîy  work  was  entirely  sculpture,  and 
much  of  it  was  executed  in  Bome,  where  he  was  taken  by 
Giuliano  da  San  Gallo,  with  whom  he  lived.  On  San  Gallo 
leaving  Bome,  Bramante  took  him  under  his  wing.  An  illness 
obliged  him  to  return  to  Florence,  but  he  was  soon  back  in  Borne, 
and,  influenced  doubtless  by  the  three  distinguished  men  with 
whom  he  had  been  closely  in  touch,  he  turned  his  attention  to 
architecture.  Of  his  buildings  in  Bome,  the  most  important  is 
the  church  of  S.  Giovanni  de'  Fiorentini,  which  he  won  in  compé- 
tition against  Baphael,  Antonio  da  San  Gallo,  and  Peruzzi,  a 
difBcult  trio  to  beat  He  also  designed  the  Palazzo  Niccolini  and 
some  other  buildings  of  less  importance. 
•Eaaij  ^®  sack  of  Bome  in  1527  forced  him  to  leave  the  city,  and  he 

work  in  took  refuge  in  Venice.  That  he  had  already  thoroughly  mastered 
the  technicalities  of  building  construction,  and  had  gained  repute 
in  this  respect  is  shown  by  his  being  commissioned,  immediately 
on  his  arrivai,  to  repair  S.  Mark's,  then  in  a  very  bad  state. 
He  carried  out  the  work  so  successfuUy  that  in  1529  the  Senate 
appointed  him  Proto,  or  master  in  chief  of  S.  Marco,  a  post 
équivalent  to  siirveyor  and  architect  to  the  Bepublic.  In  this 
capacity  he  rendered  good  service,  opening  out  streets,  puUing 
down  insanitary  property,  and  otherwise  improving  the  city. 

To  his  influence  and  example  was  mainly  due  the  great 
advance  in  architecture  which  took  place  in  Venice  at  the  end 
of  the  first  quarter  of  the  sixteenth  century.  Before  his  arrivai, 
able  but  indiiferently  trained  men,  such  as  Bergamasco,  Scarpag- 
nino,  Biccio,  the  later  Lombardi,  etc.,  had  executed  the  transitional 
work  described  in  the  last  chapter.  Sansovino  brought  with  him 
the  traditions  of  Florence  and  the  glamour  of  Bome.  He  was 
thoroughly  imbued  with  the  Classio  spirit.  Moreover,  he  was  a 
sculpter  of  first  rank,  a  man  who  had  held  his  own  against  even 
Michael  Angelo. 


1  Papa  Giolio,  keau  Roue,  i 


FiG.  6C.— Palazzo  Bevilacqua,  Vehoka. 
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PlG.  68.— POBTA   E 


Fia.  69.— Palazzo  Oahobsa,  Yebona. 


Fie.  70,— Palazzo  Cobbaro,  Vesice. 
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His  first  palace  in  Yenice  was  the  Comaro  délia  Ca'  Grande,  Paiazs> 
commenced  in  1532.    Whatever  its  faults  may  be,  it  was  the  first  ^™*»^^- 
to  be  built  in  the  town  in  pure  Classic.    Essentiallj  différent  from 
earlier  palaces,  it  served  as  a  model  for  most  later  ones,  such  as 
the  Grimani,  Bezzonico,  Pesarq,  etc.     Compared  with  the  Palazzo 
Grimani,  Sanmicheli's  chief  work  outside  Yerona,  and  by  some 
regarded  as  his  masterpiece,  it  is  in  some  respects  inferior.    But  in 
comparing  the  two  it  is  as  well  to  remember  that  the  Grimani  was 
not  commenced  until  1549,  seventeen  years  after  the  Comaro. 
The  ground  fioor  of  both  palaces  is  exceedingly  fine,  the  greater 
simpUcity  and  repose  of  the  earlier  building  being  in  its  faveur. 
In  the  upper  storeys  Sansoyino's  palace  is  somewhat  common- 
place  ;  and  although  the  architect  has  foUowed  the  traditional 
Yenetian  custom  of  grouping  the  central  Windows  doser  together 
than  the  side  ones,  he  has  not  marked  the  différence  sufQciently. 
Sanmicheli,  in  his  building,  repeats  in  both  the  upper  storeys  the 
altemation  of  large  and  small  Windows  which  gives  such  dis- 
tinction to  the  Palazzo  Bevilacqua  at  Yerona,  but  has  failed  to 
retain  its  gracef ul  proportions.    Andersen,  in  his  ''  Architecture  of 
the  Benaissance  in  Italy"  (p.  119),  says,  '^Peruzzi  and  San- 
micheli were  the  originating  geniuses,  and  Sansovino  the  faithf  ul 
follower,  .  .  .  that  he  had  on  occasions  his  Peruzzi  manner  of 
expression  and  at  other  times  a  manner  which  is  unmistakably 
founded  on  SanmicheU's    example."      Sansovino  was   possibly 
influenoed  by  Peruzzi,   whose   earlier  buildings  he  may  hâve 
seen  before  he  left  Bome,  but  there  is  no  évidence  that  he  knew 
Sanmicheli's  in  Yerona.  Moreover,  there  is  little  likeness  between 
the  work  of  thèse  two  men,  except  such  resemblances  as  exist 
in  the  Yenetian  palaces  just  mentioned,  of  which  Sansovino's  is 
the  earlier  by  many  years.    Peruzzi,  Sanmicheli,  and  Sansovino  ^ 
were  absolute  contemporaries,  five  years  covering  their  births. 

The  above-mentioned  northem  palaces  are  sufficient  to  show  influence 
how  greatly  their  des%ns  differ  from  those  of  contemporary  Boman  g'J^® 
palaces.    The  latter,  with  their  framed  Windows  and  gênerai  seomon 
absence  of  columns  and  pilasters,  belong  to  a  différent  type  alto-  ^^^ 
gether.    The  further  from  Bome  the  stronger  seems  to  hâve  been 
the  influence  of  the  Colosseum  and  other  buildings  of  similar 
design.    In  the  capital  this  influence  is  felt  only  in  courtyards 
and  vestibules  ;  in  the  north  it  rules  façades  as  welL    le  appears 
as  though  the  architects  practising  in  the  provinces  carried  away 
with  them  from  Bome,  as  the  resuit  of  their  studies  there,  the 
VOL.  m.  H 
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remembrance  of  such  buildings  to  the  exclusion  of  ail  others. 
The  fine  amphithéâtre  at  Yerona  maj  hâve  helped  also  to  bend 
their  inclination  in  the  same  direction.  The  sélection  of  the 
semicircular  head  for  Windows  in  préférence  to  the  lintel,  and 
the  exclusion  of  the  surrounding  frame,  practically  universal  in 
the  capital,  were  evidently  deliberate.  The  désire  of  the  northem 
architects  was  to  adapt  the  arcaded  and  columned  treatment  of 
old  Boman  buildings  to  modem  dwellings,  and  to  couvert  what 
had  been  arched  openings  to  a  corridor  into  Windows  for  rooms. 
This  was  Sansovino's  idea  in  the  upper  storeys  of  the  Comaro 
palace,  and  the  intention  is  still  more  évident  in  the  most  famous 
of  his  Venetian  buildings,  the  libreria  Vecohia,  and  in  Palladio's 
chef'd'(jev,vre  at  Vicenza,  the  Basilica  Palladiana. 

The  Libreria  Yecchia,  alongside  the  Piazzetta  of  S.  Mark's,  was 
begun  in  1536.  Its  élévations  are  frankly  designed  on  the  lines 
of  the  Colosseum  ;  but  they  are  no  copy  of  tbat  buildiug,  or  of 
any  other  of  similar  character.  The  artist's  individuality  is  appa- 
rent throughout.  The  design  is  far  more  "original"  than  many 
designs  to  which  that  tenu  is  applied,  the  authors  of  which  possees 
neither  the  knowledge  to  enable  them  to  foUow  what  is  good  nor 
the  good  taste  to  reject  what  is  bad. 

In  architectural  compositions  in  which  arches  start  from  piers 
with  engaged  columns,  the  coluxnns  on  the  upper  storey  should  be 
less  in  diameter  than  those  below.  This  is  the  case  in  the 
Théâtre  of  Marcellus,  the  best  proportioned  of  ail  antique  examples. 
If  the  upper  pier  is  made  the  same  width  as  the  lower  it  is  apt  to 
look  wider,  in  conséquence  of  the  smaller  diameter  of  the  colomn 
attached  to  it.  If  it  is  narrowed,  the  upper  opening  perforée 
becomes  actually  wider.  Whichever  method  is  adopted,  in  neither 
are  the  proportions  altogether  satisfactory.  It  was  possibly  some 
such  feeling  which  prompted  Sansovino  to  fiank  the  piers  of  his 
upper  storey  by  pairs  of  detached  columns,  one  behind  the  other, 
from  which  the  archivolts  spring.  The  openings  are  consequently 
oonsiderably  narrowed  ;  and  yet  there  is  no  feeling  that  the  upper 
supports  are  too  heavy,  as  the  detached  columns  give  an  appear- 
^ance  of  lightness.  This  design  has  also  the  advantages  that  the 
Windows  can  be  of  reasonable  size,  and  larger  spandril  space  lef t 
above  for  sculpture.  The  latter  must  hâve  appealed  strongly  to 
the  sculpter  side  of  Sansovino's  nature;  but  the  quadrangiilar 
shape  with  one  side  curved  is  somewhat  awkward  to  fill,  and  it  is 
doubtful  if  in  this  respect  the  architect  gained  much.    The  lower 
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storey^  save  for  the  projecting  carved  keystones  and  the  sculpture 
in  the  spandrils,  might  be  a  portion  of  the  Théâtre  of  Marcellus — 
except  tbat  the  front  of  the  latter  is  curved — the  resemblance  is  so 
close.^  The  crowning  entablature  is  chiefly  remarkable  for  its  pro- 
portions and  for  the  Windows  in  its  frieze.  Fault  bas  been  found 
with  the  depth  of  the  Meze,  and  the  dimensions  of  the  entabla- 
ture generally,  but  it  is  very  certain  that  a  régulation  size  would 
hâve  robbed  the  design  of  its  distinctive  character.  The  entabla- 
ture in  height  is  actually  ui(»re  than  one-half  the  height  of  the 
columns  below,  and  yet  it  in  no  way  overpowers  them.  It  is  about 
one-sixth  of  the  total  height  of  the  building,  exclusive  of  the 
balustrade  and  figures  above. 

Andréa  Palladio,  the  last  of  the  great  architects  of  the  middle,  Palladio 
or  finest,  period  of  the  Benaissance,  was  born  in  1518,  At  the  (^^^®~^)' 
âge  of  twenty-two  he  went  to  Borne,  and  there  he  remained,  with 
intervais  of  absence,  until  1547.  What  a  wonderful  atmosphère 
of  art  must  hâve  existed  in  the  Etemal  city  at  his  time,  although 
he  was  too  late  to  be  fellow-student  with  the  most  famous  archi- 
tects of  the  sixteenth  century.  Michael  Angelo  had  been  engaged 
on  S.  Peter's  for  some  years,  and  his  buildings  on  the  Capitol  had 
oertainly  been  designed,  possibly  commenced,  before  Palladio 
retumed  to  Vicenza.  The  influence  of  the  grand  old  man  of  the 
Benaissance  over  the  younger  man  was  undoubtedly  strong,  and, 
if  not  his  pupil,  Palladio  was  certainly  his  disciple.  He  carried 
back  to  his  native  town  a  thorough  mastery  of  ancient  work,  as 
well  as  an  intimate  acquaintance  with  the  best  and  most  récent  of 
modem  buildings. 

His  first  commission  after  his  return  was  to  design  the  two-  Basîiica 
storied  arcading  round  the  old  Palazzo  délia  Bagione,  now  known  ^**^^^ 
as  the  Basilica  Palladiana.  That  soon  established  his  réputation. 
The  prophet  was  of  account  in  his  own  country.  It  is  a  grand 
composition,  with  little  or  no  trace  of  the  pedantry  which  some- 
times  paralyzed  his  successors,  and  of  which  he  is  often  accused, 
in  most  cases  unjustly.  On  both  floors  he  bas  followed  Sansovino» 
for  whose  work  he  entertained  the  greatest  admiration,  in  starting 
his  arches  hom  pairs  of  detached  columns.  Thèse,  however,  stand 

*  Projeotmg  oarred  keystones  were  possibly  fizst  introdaoed  in  Benaissance 
buildings  in  the  Palazzo  Vendramin  Calergi  by  Lombardi.  They  are  more  00m- 
mon  in  northem  palaces  thon  at  eitber  Florence  or  Borne.  They  occur  in  Boman 
irinmpbal  arches,  as  in  the  Arch  of  Titus  (see  Vol.  I.  Fig.  101),  where  the  projec- 
tion is  considérable  ;  but  in  ordinary  antique  Boman  buildings,  with  few  excep- 
tions, keystones  are  finsh  with  the  other  voussoirs,  and  are  not  emphasized. 
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well  away  from  the  piers,  and  not  close  i^ainst  them,  as  in  the 
library.  Tbe  intervening  spaces  are  lintelled.  The  end  bays  of 
the  arcadiog  are  narrower  Uian  the  central  oses,  which  are  apaced 
to  agrée  in  width  with  the  baye  of  the  existing  building.  The 
detached  columna  in  the  fonuer  are  consequently  nearer  to  the 
piers.  By  narrowing  the  end  baya  Palladio  not  only  avoided  an 
unnecessary  width  for  the  covered  pavement,  but  alao  atrength- 
enod  the  aogles  of  tbe  building.  With  tbe  latter  object  in  view, 
he  alao  donbled  tbe  engaged  colamns  at  the  oomera,  realizing  hov 
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easential  it  was  tbat  thèse  sbould  not  appear  weak.  The  arcades 
are  without  sculpture,  and  none  the  worse  on  that  account.  Tbe 
pierced  circles  above  the  lintels  lessen  the  weight  on  them,  and, 
in  addition,  give  an  effeot  of  l%htnes3  to  the  design,  truly  renuu-k- 
able  conaidering  their  ondecorated  outline.  In  Sansovino's 
Library  tbe  entablaturea  form  uubroken  linea;  Palladio  haa 
broken  bis  over  eacb  column.  Tbe  effeot  is  not  ao  bad  as  in  the 
earlier  Venetian  buildings  deacribed  in  the  last  chapter,  as  tbe 
columna  are  engaged  and  not  detached.  But  it  was  a  rétrograde 
step  nevertbeleas.  The  great  artista  of  the  Eenaissance,  from 
Brunelleschi  downwarda,  rarely  broke  their  entablatures,  Âlberti's 
west  front  of  S.  Francesco,  Bimini,  and  Michael  Angelo's  exterior 


THE  CENTENARY  OF  THE   RENAISSANCE  loi 

of  S.  Petet'a  being  exceptions,  and  there  can  be  little  différence  of 
opinion  as  to  which  treatmeot  ia  tte  more  digniâed.' 

Falladio's  other  bnildinga  iu  Vicenza  are  chiefly  notable  for  Other 
their  noble  scale,  their  purity  of  proportion  and  détail,  and  their  J^"*!^*"?* 
material,  brick  covered  with  stuoco,  which  he  waa  forced  to  ose,  TImbu. 
agaiast  his  wîsh,  on  the  score  of  expense.     Instead  of  blâme  for  thia 
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he  ÎB  entitled  to  the  hîghest  praise,  for  obtaining  such  grand  effects 
and  such  purity  of  Une  vith  so  unoongenial  &  material.  He  always 
ased  stone  where  it  was  essential,  for  plinths  and  bases  ;  and  in  the 
Falazzo  Porto  Barbarano  the  two  loweat  drums  of  tbe  ground- 
floor  columns  are  also  of  stone.    Palladio  bas  been  represented  as 

■  Suuorino'B  Iilbru;  ftnd  Fftlladio'a  BuUIcb  should  be  compued  with  Uichael 
Angelo'i  boildÎDgB  on  eithei  aide  of  the  Ckpîtol  fot  two  diSerent  oombiiuitions 
boÛi  Inteceating,  ol  deteohed  oolomns  with  ooluioned  or  pilastered  piers. 
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generally  designiDg  bis  façades  witb  pilaaters  or  columDS  cairîed 
through  two  storeys.  As  a  matter  of  fact,  althongh  he  folloved 
Mîohael  Angelo  in  bis  fondness  for  tliis  practice,  and  &equently 
adopted  it  for  chnrcliea,  as  in  San  Giorgio  Maggiore,  Yenice,  he 
seldom  did  bo  in  bis  seoulax  buildings.  ï^mples  of  bis  at  Vicenza 
of  tbis  treatment  are  the  Fa- 
CftSADE:LDlAVOLO.VlCE.;HZAJ  If^^o  Valmarano,  the  Muni- 
(A/iTic/\  POSTA)  cipio,  or  Loggia  del  Capitanio, 

and  tbe  so-called  Casa  del 
Diavolo,  or  Antica  Posta. 
Tbe  laat  is  by  &r  tbe  finest 
as  r^ards  scale,  bot  only  two 
bays  out  of  the  seven  întended 
were  built.  Thèse,  bowever, 
are  saffîcient  to  show  the 
design.  Tbe  tbree-qoarter 
engaged  colnmns  are  raised 
on  loftypedeetalswbich  reacb 
to  tbe  top  of  tbe  groond-floor 
Windows,  some  18  feet  în 
beigbt.  Tbe  eatablatnre  above 
tbe  colamns  is  of  stiob  vast 
dimensions  tbat  Windows  of 
fair  size  are  inserted  in  tbe 
frieze,  and  yet  the  proportions 
are  "correct."  Between  tbe 
capitals  of  the  colnmns  are 
heavy  swags  which  start  from 
the  back  volâtes,  and  are 
framed  by  a  monlding  below 
wbicb  is  a  continuation  of 
tbe  necking  of  the  capitals. 
This  waa  a  favourite  deviœ 
of  Palladio,  wbicb  be  repeated  in  tbe  Palazzo  Thiene.  But 
he  did  not  originate  it  Similar  swags  in  Hke  position  occor 
on  ail  tbe  three  storeys  of  tbe  Yendramin  palace,  Yenice 
(see  Fig.  32),  built  by  P.  Lombardi  nearly  a  century  before. 
Appareutly  there  is  no  ancient  précèdent  for  tbis  feature,  which 
may  bave  been  Pietro'a  own  invention,  in  which  case  it  is 
îuteresting  to  not«  that  the  pnrist  Palladio  was  not  nnwilling  to 
accept  a  suggestion  from  tbe  work  of  an  architect  wbo,  althoogb 
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8  consmnm&te  artîat,  was  little  versed  in  Classic.  la  the  façade 
of  the  Fàlazzo  Valmaraao  flat  pilasters  take  the  place  of  the 
engaged  colamns  of  the  Casa.  Flanking  them  on  the  ground 
stc^ey  are  smaller  haU  pUasters,;  sapporting  an  entablatnre  of 
nnneual  profile,  and  of  snob  slight  projectioa  that  ail  ita  members, 
except  the  top  moulding,  stop  against  the  large  pUasters.  The 
chief  peculiarity  aboat  this  finçade  is  that  thèse  pilasteis  ^aie 
omitted  at  the  outer  angles  of  the  end  bays.  In  their  place  on 
the  groTind  âoor  are  small  pilasters,  rangîng  with  the  half 
pilasters  jast  mentioned,  with  figures  above  them.  The  effeot 
18  onrioas,  but  there  was  probabl;  some  spécial  reason  for  it. 
Fossibly  the  palace  waa  only  a  portion  of  a  Bcheme,  perhaps 
the  centre,  and  the  intention  was  to  fiank  ît  by  other  and  lower 
buildings. 

The  Palazzo  Porto  Barbarano  is 
one  of  the  moat  saccessfol  of  Palla- 

dio's  façades  with  superimposed  orders, 

the    lower    order    lonic,  tho  apper 

Oorinthîan,    Above  the  main  comice 

of  the  latter  is  an  attio.    The  Palazzo 

Thiene    shows    hia  third  treatment. 

The  ground  storey  is  plain  and  heavily 

nuticated,  and  only  the  upper  storey 

is  pilastered.    A  good  efieot  la  pro- 

duced  on  the  ground  storey  by  the 

smooth  walling  of  the  tympana  over 

the  Windows.    As  in  nearly  ail  hia 

huUdings  the  aotual  window  heads 

are  straigbt.    Palladio,  unlike  Sanso- 

YÎno  and  Sanmichelî,  evidently  did 

not  believe  ia  arched  window  heads. 

Onteide  Yicenza  he  built  seversl  ij 

villas,  the  most  famona   being    the  K 

Villa  del  Capri,  known  as  the  ïtotonda. 

Thia  has  been  copied  so  &equently 

tbat  familiarity  has  brbd  contempt. 

But  it  should  be  remembered  that  it 

was  the  first  of  its  kind,  and    an  Fia.  70. 

original  composition.' 

Palladio    may    hâve    had   faulta,    but   his    enthusiasm    for 
1  I>ftlkdlo'«  ohuioliaa  in  Tenioa  »re  relened  to  in  Cbaptei  TH. 
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architecture  cannot  be  questioneâ.  If  by  his  writings  he  Bonie- 
what  redaced  it  to  a  Bcience  foi  otbers,  he  prsctiaed  it  as  an  Krt 
hîmself;  and  had  no  componction  in  breaking  Hb  owu  rnles 
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if  he  felt  so  inclined.  His  best-known  publication  is  ''  I  quattro 
libri  dell'  architettura/'  published  in  Venice  in  1570.  Of  ail  books 
on  architecture  this  haa  had,  in  England  at  least,  the  greatest  répu- 
tation. It  was  by  no  means  his  only  literary  effort,  nor  was  it  his 
first.  In  1554  he  published  "  Le  Antichità  di  Borna,"  the  outcome 
of  his  studios  there,  and  other  publications  followed.  Many  of  the 
other  leading  architeots  of  the  sixteenth  century  also  published 
books  on  architecture  :  Serlio  in  1540  and  1547,  Vignola  in  1563, 
Scamozzi  in  1615,  etc.  Printing  appears  suoh  a  commonplace 
to  us  now,  a  vital  and  absolute  necessity  that  one  oould  not 
pœsibly  be  without,  that  it  is  difficult  to  realize  that  when 
Alberti  and  Eilarete  wrote  printing  was  barely  discovered.  Poor 
Filarete's  work  was  never  printed,  and  only  portions  of  the 
original  hâve  been  preserved. 

Printing  presses  were  started  in  Borne  in  1467,  Venice  in  Printing 
1469,  Florence,  Milan,  Bologna,  etc.,  in  1471.     They  were  at  first  J^^*^. 
used  in  Italy  solely  for  the  Classics.  Alberti's  "De  Be  uEdificatoria" 
was  the  first  architectural  book  to  be  printed,  and  that  not  until 
1485,  some  years  after  his  death.     In  the  same  or  the  next 
year  Vitruvius'  famous  work,  "  De  Arohiteotura,"  the  MS.  of  which 
had  been  known  to  the  early  Benaissance  architects,  was  also 
printed  for  the  first  time.     The  first  Italian  édition  did  not  appear 
until  1521,  although  it  had  been  previously  translated  by  M.  F. 
Galvo  of  Bavenna,  and  written  out  for  Baphael,  at  the  latter's 
expense  and,  it  is  stated,  in  his  own  house,  to  aid  him  in  his 
architectural  work.^     The  publication  of  the  old  Boman's  work 
must  hâve  been  a  great  help;   as  it  includes  descriptions  of 
ancient  buildings,  their  plans  and  gênerai  ordinance,  and  much 
valuable  information  regarding  their  construction  and  décoration 
in  addition  to  dissertations  on  the  proper  proportions  of  the 
"orders."     But  the    books  of  the  sixteenth-century  architects 
were  not  altogether  an  unmixed  blessing.    They  rendered  gross 
errors  in  the  proportions  of  columns  and  entablatures  unlikely  and 
unpardonable,    but  they  tended  to  systématise   design.    There 
was  a  *'  must  be,"  a  finality  about  their  statements  which  would 
hâve  been  positively  dangerous  if  their  authors  had  ail  agreed. 
Luckily  each   writer    took    a   somewhat  différent   view   about 
what  "must  be."    In    thèse  disagreements  lay  salvation.      If 
architecture  declined  after  their  publication,  the  cause  lay  not  m 

^  The  original  translated  manusoript  is  now  in  the  Munich  Library:   see 
editor*8  note  to  Vasari^s  lives,  vol.  iii.  p.  199. 
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the  books  or  their  writers,  but  in  the  neglect  of  the  later  aichitects 
to  study  for  themselves  antique  remains,  as  had  been  the 
universal  custom  of  the  band  of  brilliant  men  which  preceded 
them.  For  the  later  men  the  data  was  ready  prepared.  And 
so  they  worked  at  second  hand,  and  the  resuit  was  some- 
times  second  rate.  At  the  same  time  it  is  a  mistake  to  suppose 
that  Architecture  coUapsed  in  Italy  after  the  middle  of  the 
sixteenth  century.  Yet  that  is  the  idea  conveyed  in  many  books. 
The  pinnacle  had  doubtless  been  reached,  and  pinnacles  are  awk- 
ward  things  to  remain  perched  upon  for  long.  A  certain  amount 
of  reaction  is  bound  to  follow  a  great  efifect.  But  the  inévitable 
reaction  was  short  lived,  and,  as  is  shown  in  later  chapters,  many 
ItaUan  palaces  and  churches  of  the  seventeenth  and  eighteenth 
centuries  compare  favourably  in  scale,  purity  of  design,  and 
originality  with  the  buildings  of  the  previous  centuries. 


CHAPTER  VI 

LATER  SECULAR   BUILDINGS 

Befobe  Palladio's  death  in  1580,  there  was  évidence  that  archi-  Intro- 
tectnral  design  was  in  danger  of  ronning  to  seed.  That  was  not  ^^^^^^- 
his  f anit,  unless  it  be  niged  that  his  "  pnritanism  "  occasioned  a 
reaction.  The  reaction,  however,  did  not  last  very  long.  The 
worst  period  of  the  Italian  Benaissance  was  between  about  1660 
and  1640.  Mnch  of  the  work  executed  then  deserres  to  some 
extent  the  hard  names  which  hâve  been  bestowed  upon  it  Décline, 
Décadence,  Sococco,  Baroque,  are  amongst  the  most  moderato, 
and  they  are  often  intensified  by  a^jectives.  But  in  many  cases 
neither  substantive  nor  adjective  is  deeerved.  Even  in  the  most 
flamboyant  examples  there  is  no  décline  or  décadence  in  scale. 
Some  of  the  stateliest  examples  of  planning,  both  of  buildings  and 
their  surroimdings,  belong  to  the  despised  period;  witness  the 
Falazzi  Boighese  and  Barberini,^the  Scala  di  Spagna,  and  the  Piazza 
del  Popolo,  ail  in  Bome,  the  last  a  noble  ellipse,  roughly  500  feet 
by  350.  And  the  period  passed,  architecture  once  more  righted 
itself.  There  is  nothing  that  can  be  termed  either  Bococco  or 
Baroque — whatever  those  terms  may  mean — about  Bemini's 
Colonnade  leading  up  to  S.  Peter's,  Bome.  The  fault  of  many 
churches  and  houses  built  between  1640  and  the  end  of  the 
eighteenth  century  is  that  they  are  too  sober.  This  may  justify 
the  term  "  décline,"  but  only  in  the  relative  sensé  of  summer  to 
autumn. 

Late  efiforts  in  any  style  never  possess  the  same  fascination  as 
early  efforts.  The  latter  hâve  a  freshness,  the  freshness  of  spring, 
which  the  others  lack;  and  surroundiug  them,  moreover,  is  the 
glamour  that  attaches  to  pioneer  struggles.  One  is  rightly  tolérant 
of  their  shortcomings  in  view  of  the  difficulties  their  authors  had 
to  surmount.  Their  faults  are  condoned,  because  of  what  they 
achieved.  The  same  tolérance  cannot  be  extended  to  those  who 
f ollowed.    The  same  excuses  cannot  be  made  for  them.    They  had 
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modela  before  tbein  vhich  they  could  copj,  and,  aays  tbe  critic, 
that  they  failed  to  oopy,  shows  that  they  were  inferior.  But  that 
is  bardly  fair.  To  some  eztent  later  workers  are  eotitled  to  more 
coDsideiatioD  than  pioneers,  wbo  are  plonghing  vii^in  eoil  BJid 
bave  the  whole  Seld  of  design  before  tiiem  from  vbich  they  can 
pick  and  choose.  BruneUeschi,  Âlberti,  Bramante,  were  thus 
advantaged.  Their  work  was  a  help  to  their  successors,  and  yet 
wae  not  sufficient  in  amount  to  cripple  their  inventive  facnlties. 


Pia.  77. 

Peruzzi,  San  Gallo,  Sanmicheli,  Sansovino,  Palladio,  and  Miohael 
Angelo  could  still  find  mauy  outlets  for  their  genius.  But  the 
arcbitects  of  the  end  of  the  sizteenth  century  aud  of  the  oentnry 
followîng  laboured  under  the  dîsadvantage  of  appearing  on  tbe 
scène  after  tbe  aoil  had  been  tumed  over  many  times,  and  had 
already  produced  noble  cropa.  Before  them  were  but  two  alter* 
natives.  Either  they  had  to  follow  closely  on  the  linea  of  their 
predeoessors,  laying  themaelves  open  possibly  to  the  chaige  of 
pla^iarism,  or  else  they  had  at  ail  costa,  even  at  the  sacrifiœ  of 
their  own  good  taste  and  instincts,  to  evolve  Bometbing  fresh  and 
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original.  In  despair  at  ever  equalling  what  had  been  done  before, 
they  sometimes  went  to  extrêmes  ;  but  to  condemn  their  work 
wholeeale,  to  deny  them  the  crédit  for  the  many  good  qualities  it 
possesses,  and  to  ignore  the  difficulties  of  their  position,  is  more 
than  unjnst,  it  is  stupid  and  narrow.  The  early  men  had  their 
faults  ;  mainl y  f aults  of  scale,  of  over-reduplication,  and,  in  the 
north  especially,  of  subservience  of  line  and  mass  to  détail.  The 
later  men  hâve  theirs,  which  may  be  broadly  described  as  the  very 
opposite.  Their  scale  is  always  fine,  their  planning  dignified,  their 
massing  vigorous.  Their  détail  is  sometimes  excellent,  but  at 
times  quite  the  reverse.  Each  building  should  be  judged  by  itself  ; 
generalization,  such  as  is  often  easy  in  mediœval  work,  is  im- 
possible with  the  buildings  of  the  Benaissance.  The  personal 
équation  is  too  strong. 

The  following  are  some  of  the  principal  architects  who  practised  Arohiteota 
in  Italy  generally,  and  in  Bome  in  particular,  during  the  third  I^^^Qth 
period  of  the  Italian  Senaissance  :  Galeazzo  Alessi  (1500-72)  in  and 
Genoa   especially;    Bartolomeo   Ammanati    (1511-92),    Giorgio  teenth 
Vasari,  the  historian  (1512-74),  Bemardo  Buontalenti  (1536-1608),  œnturiefl. 
one  of  the  most  brilliant  of  the  later  school — thèse  three  chiefly 
in  Florence  ;  Giacomo  délia  Porta  (1541-1604),  Domenico  Fontana 
(1543-1607);  Yincenzo  Scamozzi  (1552-1616),  the  last  named 
mostly  in  the  north  ;    Carlo  Maderno  (1556-1629)  ;   Girolémo 
Bainaldi  (1570-1655),  and  his  son  Carlo  (1611-91);    Giovanni 
Lorenzo  Bemini  (1598-1680)  ;  Francesco  Borromini  (1599-1667)  ; 
Baldassare  Longhena  (1604-75),  chiefly  in  Venice;  and  Carlo 
Fontana  (1634-1714).      To  condemn  thèse  men  tn   masse   as 
décadent  is  a  misuse  of  the  term.    The  ''  décadent  "  is  one  who  . 
throws  over  tradition  and  scoffs  at  ail  accepted  canons.    Thèse 
men  did  neither.     Inequality  in  their  work  may  be  admitted. 
The  best  made  mistakes,  Bemini  as  often  as  any.    There  was 
no  one  commanding  personality  to  set   and  maintain  a  high 
standard;  no  Brunelleschi,  Bramante,  or  Michael  Angelo.     So 
whilst  some  late  buildings  compare  favourably  with  any  built 
bef ore,  others  fail  to  reach  a  high  level. 

The  first  of  the  o£fenders  was  probably  Giulio  Bomano  (1492-  G.  Bo- 
1546),  who  chronologically  belongs  to  the  middle  period.    Con-  °^*^*^' 
sidering  when  he  lived  he  ought  to  hâve  known  better.    His 
Palazzo  del  Tè,  an  extensive  one-storied  villa  outside  Mantua,  has 
some  dignity,  and  his  Palazzo  Giustizia,  in  the  same  town,  although 
licentious,  is  so  powerful  and  so  fine  in  scale  that  one  pardons,  almost 
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rejoices  in,  the  exuberanoe  of  its  colossal  Hennœ  on  the  upper 
storeys.  But  little  good  can  be  said  for  the  coortyard  of  the  Ducal 
palace»  Mantua,  attributed  to  him,  with  its  badly  proportioned, 
twisted,  and  spiially  fluted  columns,  and  its  heavy  rostications. 
Twisted  columns  are  oharming  on  a  small  scale»  as  in  some  twelfth- 
century  cloisters,  bat  a  minuet  is  not  a  suitable  dance  for  an 
éléphant,  neiiher  is  the  treatment  accorded  at  Mantua  suitable  for 
columns  of  heavy  Tuscan  proportions.^  After  Bomano's  time 
figures  somewhat  similar  to  those  on  the  Palazzo  Giustizia  are  not 
uncommon  on  façades,  but  in  few  instances  are  they  so  effective. 
The  front  of  a  house  which  gives  its  name  to  the  Via  degli 
Omenoniy  Milan,  has  eight  huge  figures  on  the  ground  storey,  two 
tumiug  into  pilasters  at  the  waist,  and  six  at  the  knees.  This  \& 
one  of  the  most  flamboyant  of  existing  instances  of  this  form  of 
décoration. 
Court-  Little  excuse  can  be  made  for  Ammanati's  courtyard  of  the 

l^^ui  ^P^^k  palace,  Florence  (c.  1568).    The  arohitect  had  the  noble, 

pftiace.  simple  front  as  a  guide;  and  yet,  either  through  fear  that  his 
work  might  appear  lacking  in  boldness  by  companson,  or  else 
sheer  bad  taste,  he  produced  one  of  the  most  unsatisfactory  of 
Benaissance  façades.  Every  portion  is  heavily  rusticated,  walling, 
engaged  columns,  arches,  lintels.  The  ground  storey  is  better 
than  the  upper  storeys,  as,  foUowing  in  this  respect  Brunelleschi's 
window  recesses  in  &ont,  Ammanati  made  the  jambs  and  soffits  of 
the  openings  on  this  floor  smooth. 
RuBtica-  In  the  courtyard  of  the  Pitti  rustication  of  stonework  is  canied 

further  than  in  any  other  building;  and  it  may  not  be  ont  of 
place  hère  to  trace  how  the  custom  arose  and  developed.  In  early 
Benaissance  buildings  walls  are  generally  rusticated,  as  already 
mentioned  in  the  description  of  Florentine  palaces.  But  rusticated 
columns  and  pilasters  are  rare.'  One  of  the  earliest  instances 
occurs  on  the  ground  storey  of  the  Palazzo  Piccolomini,  Pienza, 
where  the  pilasters  are  slightly  rusticated  to  agrée  with  the  wall- 
ing,  which  resembles  that  of  the  Palaizzo  Bucellai,  Florence.  The 
pilasters  on  the  upper  storeys,  however,  cure  smooth.  Sanmicheli, 
in  his  Porta  del  Palio,  Yerona  (c.  1524)9  carried  the  rustication  of 

'  In  Baphael'B  oartoon  of  Peter  and  John  healing  the  lame  man  at  the  gâte 
of  the  Temple,  the  columns  are  twisted  and  portions  spiraUy  fluted.  Qiulio 
poBsibly  got  the  idea  from  Baphael,  whose  pupil  he  was;  but  what  will  paaa 
muster  in  tapestry  may  be  unsuitable  for  a  building. 

*  Exoluding  the  quoins  of  stuocoed  buildings  whioh  in  some  cases  might  be 
termed  pilasters. 


tiens. 


Fio.  78.— Palazzo  Giubtizia,  ahd  Babilici  Pilatiha,  Ma»tua. 
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the  walling  round  the  engaged  columns  (see  Eig.  67).    He  also 
rusticated  the  pilasters  on  the  lower  storey  of  the  FcJazzo  Bevil- 
acquA,  Yerona  (e.  1530)  (see  Fig.  66).     Sansovino  rusticated  the 
columns  flanking  the  Windows  of  the  Zecca  (or  Mint),  Yenice 
(e.  1356),  and  those  on  either  side  of  the  ground-floor  Windows  of 
the  Palazzo  Comaro,  Yenice  (c.  1532).    The  engaged  stone  columns 
of  the  Palazzo  Elefantussi,  Bologna,  are  rusticated  entirely,  the 
wall  hehind  being  brick.    In  ail  the  above-mentioned  examples, 
however,  the  projection  of  the  rustication  is  slight,  and  the  form 
of  the  column  or  pilaster  preserved.    Palladio  went  one  step 
further  in  the  columns  flanking  the  first-floor  Windows  of  the 
Palazzo  Thiene,  Yicenza  (c.   1556).     He  made  each  altemate 
course  square,  thus  breaking  completely  the  outUne  and  cylindrical 
form.    On  the  outskirts  of  Siena  is  a  charming  little  building,  the 
Yilla  Santa  Colomba.    BasohdorfT  attributes  it  to  Peruzzl^    The 
top  storey  can  hardly  be  by  him,  and  it  is  possible  that  the  whole 
front  is  by  another  architect,  and  belongs  to  the  latter  half  of  the 
sizteenth  century.     On  the  ground  floor  the  columns  and  pilasters 
are  rusticated  from  base  to  capital  with  square  blocks;  on  the 
first  floor  similar  rustications  reach  from  the  bases  to  the  spring- 
ing  of  the  arches.    In  this  building,  therefore,  the  treatment  is 
complète.      The  efifect,  moreover,  is  entirely  satisfactory.      To 
Ammanati  belongs  the  discrédit  of  carrying  it  to  extrêmes  in  the 
Pitti  palace. 

Bustication  of  columns  is  to  many  as  a  red  rag  to  a  bull. 
When  columns  are  engaged,  and  hâve  lost  their  original  signifi- 
cance  as  supports,  much  may  be  said  in  its  faveur.  Each  altemate 
course  at  least  being  bonded  into  the  wall  it  seems  legitimate  to 
emphasize  the  bond.  That  Palladio  rusticated  the  columns  flank- 
ing the  Windows  in  the  Palazzo  Thiene,  however,  is  no  proof  that 
he  approved  of  a  similar  treatment  for  columns  in  more  important 
positions,  iu  which,  if  not  actually  structural,  they  hâve  the  appear- 
ance  of  being  so.  Building  in  brick  as  he  did,  the  temptation  to 
leave  the  bricks  square,  and  not  incur  the  expense  of  rounding 
them,  must  hâve  been  great  ;  but  he  did  not  succumb  to  it  save  in 
the  example  mentioned,  for  which  he  might  plead  the  excuse  that 
his  columns  were  window  frames,  purely  omamental  in  character 
and  in  no  sensé  structural. 

The  early  palaces  in  Florence  are  so  famous  that  later  ones  do  Late 

palaces  in 
>  '<  Palast-Ârohitektar  von  Ober-Italien  and  ToBcana,"  by  J.  C.  BaschdorfE,   B^orenoe. 
1888.    In  that  book  is  an  ezceUent  photograph  of  the  YiUa. 
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not  always  reçoive  the  attention  they  merit.    The  courtyard  of  the 
UfiSzi  by  Vasari — did  not  somebody  call  Mm  the  "  worst  of  arehi- 
tects  "  ? — \a  simpler,  more  dignified,  and  finer  in  scale  than  the 
majority  of  earlier  courtyards.     Columns  supporting  lintels  pie- 
dominate,  althongh  the  great  opening  at  the  end  is  arohed.    The 
courtyard  of  the  Archbishop's  palace  by  Giovanni  Antonio  Dosio 
(1533-1609)  is  equaUy  fine.    By  the  same  architect  is  the  gracefnl 
little  Palazzo  Larderel.^    The  Palazzo  Ugaccioni,  stated  to  be  by 
Maiiotto  di  Zanobi  Folfi  (1521-1600),  has  one  of  the  stateliest 
façades  in  Florence.     The  gronnd  storey  is  possibly  earlier  than 
the  upper  storeys.    The  grouping  of  the  columns  in  pairs,  and  the 
treatment  of  the  framed  Windows,  show  considérable  originality, 
and  the  proportions  throughout  are  excellent.     But  the  finest  of 
ail  late  sizteenth-oentuiy  palaces  in  the  town  is  the  Palazzo 
Nonfinito,  begun  by  Buontalenti  in  1592  (see  Fig.   10).    The 
courtyard,  which  is  as  striking  as  the  front,  is  stated  by  Baschdorff 
to  be  by  Luigi  Cigoli,  but  he  may  merely  hâve  superintended  its 
érection  after  Buontalenti's  death  in  1608,  as  the  whole  building 
has  the  appearance  of  being  one  person's  design.     It  is  commonly 
described  as  "Baroque,"  but  the  combination  of  strength  and 
delicacy  is  most  remarkable  ;  and  the  originality  of  much  of  the 
détail  undoubted.      As  in  many  other  Florentine  palaces  the 
ground-floor  Windows  of  the  Nonfinito  hâve  large  brackets  below 
them  which  reach  from  sill  to  plinth,  framing  in  panels.    Thèse 
lengthen  the  proportions  of  and  give  greater  prominence  to  the 
Windows.    Michael  Angelo  is  of  ten  credited  with  originating  this 
treatment  ;  as  he  is  said  to  hâve  inserted  the  similarly  designed 
Windows  in  the   ground-floor   arched    recesses  of   the  Palazzo 
Eiccardi  (see  Fig.  9).     Both  San  Gallo  and  Peruzzi,  however, 
possibly  anticipated  him. 
Late  Seventeenth-century  palaces  in  Bome  may  not  be  exciting 

§^^  "^  outside,  but  many  are  skilf  ully  planned,  and  oontain  fine  staircases 
and  grand  suites  of  rooms.  The  Palazzo  Borghese,  designed  by 
Martine  Longhi.about  1590,  is  the  largest.  Its  most  striking 
feature  is  the  arcade  round  the  courtyard,  with  its  simple  coupled 
columns  two  storeys  high  (see  Fig.  41).  There  is  not  a  trace  of 
décadence  or  the  rococco  in  the  composition,  the  stateliness  of 
which  is  unsurpassed  in  Italy.  The  Palazzo  Barberini  (c.  1627) 
is  the  outcome  of  a  triumvirate,  Mademo,  Borromini,  and  Bemini. 

'  Doaio  was  evidently  an  arohiteot  of  considérable  repute,  and  some  drawings 
of  bis  are  reprodaoed  in  Signer  Brogi's  book  mentioned  on  p.  84. 


PiG.  80.— Palaïzo  Uodcciohi,  Plobbnck. 
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The  lower  atoreys  of  the  principal  façade  bave  considérable  dignity, 
bat  the  deeign  is  somewhat  apoilt  by  the  upper  storeys,  which  are 
unosnally  florid  for  Eome.  The  peristylar  entrance  veatibnle  and 
the  Bt&ircaBes  are  extraordioarily  magnificent.  In  both  the 
Barberini  and  Borgheae  palaces  are  minor  spiral  staircases  copied 
from  the  ataîicase  by  Bramante  in  the  Vatican.     The  staira  vind 


round  an  open  oval  with  six  pairs  of  columns  breaking  the 
balustrade.  The  soath  front  of  the  Palazzo  Poli,  the  centre  of 
wbich  is  occapied  by  tbe  Fontana  di  Trevi  (c.  1735),  is  Miohael 
Angeloesqne  in  scale.  It  différa  from  the  Fameae  and  other  great 
Boman  palaces  in  that  between  the  Windows  are  straight-sided 
Corinthian  pilastera  which  start  from  a  basement,  and  carry  an 
entablatore,  of  which,  however,  only  the  comice  is  contianous. 
voi*  m.  I 
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The  rococco  character  of  the  fountain  mars  what  otherwise  would 
be  quite  a  fine  firont. 
Late  Whilst  the  architects  in  Florence  and  Rome  were,  in  the  main, 

in^t^^^  foUowing  the  traditions  of  Peruzzi,  San  Gallo,  Michael  Angelo, 
north.  etc.,  în  the  north,  as  was  only  natural  the  influence  of  Palladio, 
Sansovino,  and  Sanmicheli  was  paramount^  At  Yenice,  Scamozzi, 
in  1684,  repeated,  in  the  Procurazie  Nuove,  the  design  of  the 
library,  but  spoilt  it  by  an  additional  storey.  Longhena  also 
foUowed  Sansovino  in  the  Palazzi  Pesaro  and  Rezzonioo  (bofch 
c.  1650),  the  model  this  time  being  the  Palazzo  Comaro  délia  Ga' 
Granda  The  main  façade  of  the  Pesaro  palace,  with  its  heavy 
keystones  and  figures  in  unnecessarily  high  relief  in  the  spandrils, 
is  not  altogether  satisfactory.  Its  side  is  better,  as  the  design  of 
the  front  is  repeated  along  it  minus  the  sculpture.  The  rusti- 
cated  walls  and  columns  of  the  lowest  storey  of  the  Palazzo 
Rezzonico  are  really  fine.  This  portion  of  the  front  is  possibly 
more  reminiscent  of  Sanmicheli — ^his  Porta  del  Palio — than  of  San- 
sovino. Gertainly  the  lintels  over  the  central  openings  are  better 
than  the  arches  in  the  Palazzo  Comaro.  A  building  in  Veroaa 
undoubtedly  inspired  by  Sanmicheli  is  the  old  Court  House  (Gran 
Guardia  Antica)  designed  in  1609  by  his  nephew  Domenico  Curtoni. 
It  is  one  of  the  most  simple  and  at  the  same  time  most  effective 
of  late  examples.  The  solid  bays  at  the  ends,  firaming  the  ground- 
storey  arcade,  give  an  appearance  of  strength  and  massiveness 
which  is  often  lacking  in  buildings  with  arcaded  fronts.  The  top 
is  poor.  A  balustrade  along  the  ends  and  on  each  side  of  the 
attic,  which  comes  over  the  five  central  bays — there  are  fifteen 
altogether — would  help  to  give  a  finish.  Possibly  Curtoni  intended 
some  such  feature,  but  f unds  failed. 
G.  Alésai  Galeazzo  Alessi  is  the  best-known   architect  who  practised 

(1600-72).  mainly  in  the  north-west  corner  of  Italy.  His  principal  building 
in  Genoa  is  the  square-planned  domed  Church  of  Santa  Maria  in 
Carignano,  on  a  height  on  the  outskirts.  His  palaces  in  the  town 
are  less  remarkable  than  the  villas  he  built  outside.  Of  thèse  the 
Villa  Cambioso,  and  the  Villa  Scassi  (or  Imperiali)  at  Sampierda- 
rena,  a  village  at  the  beginning  of  the  Italian  Biviera,  are  the  best 
known.  The  gardons  of  the  last^named  are  finely  designed  and 
very  extensive.  Alessi's  work  in  and  about  G^noa  is  more  sub- 
dued  than  the  secular  building  most  associated  with  his  name,  the 
Palazzo  Marine,  Milan.  Hère  he  undoubtedly  showed  marked 
décadent  tendencies.     The  top  storey  of  the  façade,  with  its 
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tapering  pilasters  and  heavy  brackets  above,  are  eccentricities 
which  hâve  been  freely  copied  in  other  conntries,  but  wbich  are 
best  avoided.  The  broken  pediments  over  the  first-floor  Windows 
are  amongst  the  most  unsatisfactory  ezamples  of  their  class.  In 
the  courtyard  of  the  palace,  peculiarities  in  design  are  even  more 
marked.  little  can  be  said  in  his  exoose.  He  was  bom  at 
Perogia,  and  was  a  contemporary  and  fiiend  of  Michael  Angelo. 

The  situation  of  Genoa  is  peculiar.  The  town  is  built  in  a  Genoa. 
vast  amphithéâtre,  the  ground  rising  rapidly  &om  the  harbour. 
Most  of  the  principal  streets  run  approximately  parallel  with  the 
port,  with  the  resuit  that  the  houses  occupy  very  sloping  sites. 
This  gave  the  Genoese  architects  their  opportunity,  of  which  they 
availed  thernselves  nobly.  They  planned  their  buildings  round 
courtyards  at  différent  levels  with  magnificent  staircases  leading 
from  one  courtyard  to  another.  The  slope  of  the  ground  is  in 
some  cases  so  steep  that  after  passing  through  courtyards  and  up 
staircases,  one  steps  out  into  a  garden,  level  with  the  second  or 
even  third  floor  in  front.^ 

The  palaces  of  Genoa  hâve  been  stigmatized  by  Fergusson  as  Genoese 
displaying  a  "  prétentions  parvenu  vulgarity."  ^  In  some  of  them  P*^**^*- 
the  window  heads  are,  it  is  true,  treated  fantastically,  but  the 
élévations  of  most  are  severely  plain,  the  reason  being  that 
originally  they  were  decorated  with  colour.  Their  great  court- 
yards are  amongst  the  most  dignified  and  striking  in  the  world, 
and  are  characterized  also  by  great  simplicity  of  design.  Contem- 
poraiy  with  Alessi  at  Genoa  was  Bocco  Durago,  who  in  1664 
commenoed  the  Palazzo  del  Municipio,  the  plan  of  which  is 
delightful.  Probably  finer  still  are  the  University  (0.  1623)  and 
the  Palazzo  Durazzo,  both  the  work  of  Bartolomeo  Bianoo.  The 
latter  is  almost  ail  courtyard  and  staircase,  and  in  the  former  the 
arcading  surrounding  the  courtyard  is  similar  in  design  to  that  of 
the  Borghese  palace,  Bome,  and  equally  effective. 

In  other  northem  towns  there  is  fine  late  work.    Two  palaces,  two  late 
one  from  Bologna,  the  other  from  Brescia,  are  selected  as  fair  typical  ^OTthem 
examples,  neither  better  nor  worse  than  many  others.    The  Palazzo 
Davia  (or  Baigellini),  Bologna,  is  a  good  simple  design.  The  colossal 
figures  which  flank  the  doorway  and  support  the  balcony  give 

*  Morlaiz,  in  Brittanj,  resemblea  Genoa  in  its  natural  formation,  and  the  local 
proverb  there,  "  From  the  garden  to  the:  garret,  as  they  say  at  Morlaix,"  applies 
eqnaUy  well  to  the  ItaUan  town. 

'  "  History  of  Modem  Architecture,"  vol.  i.  p.  167. 
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diatiaction  and  character  to  the  front.  The  legitimacy  of  tbe  em- 
plojment  of  such  figures  in  such  a  position  cannot  be  qnestioned. 
The  Falazzo  Martinengo,  Brescia,  affords  more  opportunitj  for 


criticism,  bat  ita  very  fanlts  seem  to  emphasize  ita  beantiea.  Tbe 
entrance  doorwaya,  with  theîr  recessed  Windows  above,  are  fine 
compositions.     It  îs  easy  to  feel  annoyed — if  one  is  dispoaed  to 


il 
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cavil — with  the  columns,  supporting  nothing  but  balls,  which 
flank  the  ground  -  floor  Windows  ;  with  the  oval  Windows 
between  the  balls;  with  the  brackets  on  the  string- course;  and 
with  the  broken  pediments  on  the  first  âoor.  But  this  façade 
is  a  design.  The  whole  is  carefully  thought  out.  AU  the  little 
breaks  alongside  the  window  columns,  ail  the  détails  throughout, 
hâve  evidently  received  the  utmost  care.  Whether  one  likes  the 
design  or  not  is  a  matter  of  opinion  ;  but  that  it  is  the  work  of 
an  able  architect  is  certain. 

The  buildings  described  in  this  chapter  belong  to  the  declining 
centuries  of  the  Benaissance,  but  its  glory  had  by  no  means 
entirely  departed.  They  show  that  the  later  men  worked  on 
traditional  Unes  ;  and,  in  the  majority  of  instances,  avoided  ezcess 
on  the  one  hand  and  slavish  imitation  on  the  other.  In  the  next 
chapter  some  of  the  later  churches  are  considered  ;  and  it  will  be 
admitted  by  most  that  they  also,  on  the  whole,  show  a  streugth 
and  restraint  deserving  of  high  praise.  There  are  exceptions,  of 
course.  Yenice  in  the  seventeenth  and  eighteenth  centuries  had 
the  réputation  of  being  the  most  Ucentious  of  cities  ;  and  existing 
buildings  of  that  period  show  that  the  Ucence  sometimes  extended 
to  its  architecture.  In  many  towns  in  Southern  Italy  also, 
especially  in  the  vicinity  of  Naples,  there  are  late  buildings, 
both  secular  and  ecclesiastical,  which  do  "  outrage  the  proprieties." 
Such  bmldings,  however,  are  rare  in  Bome  and  Florence,  and  by 
no  means  form  the  majority  elsewhere. 


CHAPTER  VII 

THE  PLANNING  AND  GENERAL  ORDINANCE  OF 

RENAISSANCE  CHURCHES 

introduo-   The  churches  which  bave  been  mentioned  in  previous  chapters  j 

«*>=•  mostly  foUow  the  plan  and  gênerai  ordinance  which  were  ver- 
nacular  in  Italy  throughout  the  Middle  Ages.  Except  in  détail, 
they  show  little  évidence  of  a  classic  Benaissance.  Those  now  to 
be  considered  belong  to  a  différent  category.  In  them  the  influ- 
ence of  antiqnity  la  manifest  ;  and  few  of  their  features,  propor- 
tions, and  plan  characteristics  are  not  directly  traceable  to  that  { 
source.  Fifteenth-centuiy  examples  eure  few.  There  was  little 
demand  at  first  for  churches  in  the  new  manner  ;  existing  mediœval 
ones  sufficed.  The  greater  activity  in  church  building  in  the  fol- 
lowing  centuries  was  mainly  due  to  the  popes  and  cardinals,  as  * 
their  position  strengthened  and  the  Holy  See  became  daily  more  ' 
powerful.  The  commencement  of  S.  Peter's,  Eome,  in  1506, 
started  a  new  era.  The  old  order  passed  away  definitely.  Much 
of  the  later  activity  was  due  to  the  indefatigability  of  the  Jesuits, 
whose  churches  in  Bome  and  other  cities  ail  possess  a  distinctive 
stamp  which  makes  them  easily  recognizable. 

TÏie  principles  of  plan  and  gênerai  ordinance  of  Classic  churches 
are  so  différent  from  those  generally  followed  in  Mediœval  that 
they  merit  detailed  analysis. 
Types  of  Nearly  ail  typical  examples  as  regards  plan  can  be  placed 

P^*°'  under  one  or  other  of  two  heads.    The  first  consists  of  those  i 

churches  compact  in  plan,  which  in  the  main  are  square,  octago-  I 

nal,  circular,  or  Greek  cross  ;  the  second,  of  those  which  bave  long 
naves,  and,  consequently,  are  of  oblong  or  Latin  cross  form.  The 
departure  from  Mediœval  models  is,  superôcially,  most  marked  in 
examples  of  the  first  class  ;  a  doser  examination  of  those  of  the 
second,  however,  bring  out  the  most  interesting  différences.  The 
plans  of  the  former  are  founded  on  Pagan  temples,  tombs,  and 
other  Boman  buildings  ;  the  Panthéon  supplying  the  chief  stimulus. 

I 
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The  Gk>thic  men  left  the  type  severely  alone,  ezcept  in  a  few 
instances.  The  Byzantines  welcomed  it  —  witness  S.  Vitale» 
Bavenna,  S.  Lorenzo,  Milan»  etc.  ;  and  in  the  Romanesque  period 
of  MediaBvalism  it  was  freely  adopted  for  baptisteries,  and  occa- 
sionallj  for  churches.  To  revert  to  it  was  not»  therefore,  entirely 
a  departure  from  tradition  ;  but  the  architects  of  the  Benaissance 
imbued  the  type  with  new  life»  and  gave  to  it  an  importance  which, 
save  in  the  days  of  Impérial  Borne,  it  had  not  before  possessed. 

The  chief  reason  why  it  f  ound  favour  in  their  eyes  was  that  no   The  dôme 
other  kind  of  plan  is  so  well  adapted  for  supporting  and  display-   ^'!Jl* 
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ing  to  advantage  a  central  dôme.  Its  advantages  for  congrega- 
tional  worship  were  a  secondary  considération.  The  statement 
has  been  made  freqnentïy»  and  with  tnith,  that  the  ezigencies  of 
yaolting  played  a  large  part  in  the  development  of  the  Mediœval 
chnrch  ;  with  still  greater  force  it  may  be  asserted  that  the  dôme 
dominated  the  planning  of  Benaissance  churches.  Even  in  examples 
otherwise  frankly  basilican  the  square  in  front  of  the  altar  was 
seized  upon  as  affording  an  opportunity  for  a  dôme,  as  in  San 
Lorenzo  and  Santo  Spirito,  Florence  ;  and  in  the  majority  of  later 
oblong  churches  the  whole  of  the  eastem  part  was  planned  with 
that  object.  The  désire  for  a  dôme  occasioned  the  great  eastem 
octagon  of  Florence  Cathedral;  and  it  was  the  building  of  that 
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dome  which  gave  sucb  enonuous  stimnlos  to  tha  S«iiaiBsaiice 

movement. 
Square  Santa  Maria  di  Loreto,  Borne,  overlookiog  Trajan'a  Fomm,  ia 

cbimihM,   °°^  '^^  ''^  earliest  of  domed  aqaare  churches  on  antique  Unes.    It 

was  designed  by  Antonio  da  San  Gallo  in  1507  for  the  guild  of 
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bakera.  The  large  internai  niches  in  the  angles  of  the  sqoare 
reduce  the  plan  to  an  octagon.  The  octagonal  dmm  above  is 
excellently  proportdoned,  and  the  dome  itself,  which  is  of  brick,  is 
one  of  the  most  satisfactoiy  in  outline  ever  designed.  The  some- 
what  badly  fitting,  but  otberwise  well  designed,  lantem  was  added 
in  1580  by  Giacomo  del  Dnca.  In  S.  Maria  di  Loreto  the  dome 
covers  the  whole  of  the  main  portion.     In  most  aquare-planned 
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churches  of  the  Benaissance  the  gênerai  ordinance  is  identical  with 
that  of  S.  Théodore,  Constantinople  (Vol.  I.  Fig.  161),  and  other 
typical  small  Byzantine  churches  in  Greece,  Turkey,  Sicily,  etc. 
Only  the  central  square,  i.e,  one-thîrd  to  one-half  of  the  total  width, 
is  domed,  the  arms  being  generally  barrel-vaulted,  and  the  squares 
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at  the  corners  kept  low,  so  that,  extemally,  the  churches  appear 
cruciform.  Of  this  character  are  S.  Francesco  e  Paolo,  Yiterbo, 
designed  by  Vignola  in  the  middle  of  the  sLxteenth  century,  the 
Madonna  délia  Steccata,  Farma,  of  about  the  same  date,  and  many 
others.    The  latter  church  has  a  projecting  apse  on  each  side.^ 

^  In  plan  this  ohnrch  reeembles  olosely  San  Satiro,  MUan  (Vol.  I.  Fig.  168), 
and  S.  Germigny  les  Prés,  France  (Vol.  II.  Fig.  89). 
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If  S.  Feter's,  Borne,  bad  been  left  as  planned  by  Bramante  and 
Micbael  Angelo,  it  would  bave  been  the  laigest  and  finest  of  this 
type.  As  it  is,  tbe  Dôme  of  Les  Invalides,  Paris,  can  claim  tbat 
distinction.  Tbe  eastem  portions  of  Florence  Catbedral  (Fig,  1) 
and  S.  Maria  délie  Grazie,  Milan  (Fig.  26),  may  be  studied  in 
conjonction  with  tbe  above,  althougb  both  are  additions  to  long 
naves. 
Ootagonai  The  most  iuteresting  of  octagonal  plans  is  tbat  prepared  by 
.  cht^ohes.  Brunellescbi  for  tbe  churcb  of  the  Angels,  Florence.  Messrs. 
Blashfield,  in  their  édition  of  Yasari,  state,  *'  There  are  still  remains 
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of  the  foundations  of  this  churcb  to  be  seen  in  tbe  Via  degli  AlfanL 
.  .  .  It  remaiaed  incomplète  .  .  .  becanse  tbe  Florentines  spent 
Itbe  money  for  other  purposes."  It  is  a  striking  example  of  an 
original  application  of  ancient  forms  to  modem  requirements. 
Brunellescbi  doubtless  intended  to  construct  the  dôme  with  ribs, 
as  in  the  Catbedral,  and  the  walls  dividing  the  cbapels  would  bave 
afforded  excellent  abutment.  A  simpler  and  more  ordinary  plan 
is  tbat  of  tbe  Madonna  dell'  Umilta,  Pistoja,  built  by  Ventura 
Yittoni  about  1509.  The  octagon  is  entered  through  a  stately 
vestibule,  the  centre  of  wbicb  is  domed  and  the  ends  barrel- 
vaulted.  The  excellence  of  the  proportions  and  détail  of  tbe  ves- 
tibule may  be  due,  either  directly  or  indirectly,  to  Bramante,  for 
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whom  Yittoni,  wbo  is  stated  to  hâve  been  by  trade  a  métal- worker, 
execnted  seveTal  works  in  Rome  in  that  capacity.  The  octagou 
was  finished  and  spoilt  by  Vasari,  who  added  an  upper  storey  and 
the  dôme.  The  chtirch  of  Santa  Maria  délia  Face,  Eome,  bnilt  by 
Baccio  Fintflllî  about  1487,  con&ÎBts  of  a  domed  ootagon  preceded 
by  a  nave  of  two  baya  (see  Fig.  42).  In  the  thickoeas  of  the 
walla  of  both  octagon  and  nave  are  receased  chapels.  The  Bemi- 
ciicolar  portico  at  the  west  eod  was  designed  by  Pietro  da  Oor- 
tooa,  and  Bramante  added  the  well-known  cloisters. 

Churches  vith  circnlar  plans   are   rare.     The  huge    cîrcular  Glioolar 
chancel,  or  chapel,  which  Alberti  added  in  1470  to  the  chiirch  of  ^"^iieg. 


S.  Annnnziflta,  Florence,  ifl  only  a  portion  of  a  churoh.  With  its 
thick  walls  enclosing  niches,  it  îs  intereeting  as  an  early  instance 
of  the  &scinatîon  the  Panthéon  exercised  over  Benaissance  archi- 
tects.  A  church  circulai  intemally  is  Santa  Maria  de'  Miracoli, 
Borne,  flanking  one  end  of  the  Coreo,  where  it  starts  from  the 
Piazza  del  Popolo.  Extemally,  it  ia  irregular  in  form.  Balancing 
it,  on  the  other  aide  of  the  atreet,  is  Santa  Maria  di  Monte  Santo, 
which  is  elliptical  in  plan,  with  nomeroua  side  chapels  in  recesses. 
Both  churches  were  bailt  late  in  the  aeventeenth  century,  and  owe 
their  désigna  to  Bainaldi,  Bemini,  and  Fontana.  Their  réputation 
ia  doe  more  to  the  position  they  occupy  than  to  any  intrinsie  ment 
they  posaeaa.  Tho  "  Miracoli  "  chnrch  has  an  octagonal  drom  and 
dôme,  notwithstanding  that  the  plan  below  ia  circular.    Thia  was 
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80  that  it  shoold  barmonize  better  with  the  other  church,  the 
dmm  and  dôme  of  whîch  are  maltangular. 

Two  of  the  largest  circnlar  churches  in  Italy  are  San  Fiau- 
cesco  dî  Paola,  Naples,  built  by  P.  Biancbi  early  in  tbe  last  cen- 
tuiy,  and  ita  contempoiary  San  Carlo  Borromeo,  Milan,  designed 
by  AmatL  Both  belong  tô  tbe  "revival"  period  more  than  to  tbe 
Renaissance.  S.  Franoesco  is  fiankly  a  copy  of  tbe  Pantbeoa, 
Bome,  witb  certain  internai  modifications.  In  tbe  Panthéon  tlie 
colnmns  only  stand  "in  antis"  in  front  of  tbe  nicbea,  and  are 


tmequally  spaced  (see  Vol.  I.  p.  139).  In  the  Naples  cburob  the 
sweep  of  tbe  columns  \s,  contiuuous,  and  tbe  intercolumniation  the 
same  througbout.  The  result  is  monotonous,  and  is  a  lesson  Lu 
how  the  introduction  of  a  modification,  not  very  great  in  itself, 
may  ruin  a  design. 
Gnek  Tbe  Gieek  cross  plan  was  a  favourlte  vitb  early  Benaissanca 

°^  arcbitects.  BronelleBchi  suggested  it  in  the  Fazzi  Cbapel, 
ohuioheB.  Florence  (see  Fig.  3),  and  Alberti  adopted  it  in  îts  entiroty 
for  San  Sebastiano,  Mantua,  commenced  in  1460.  Tbe  exterior 
now  bas  a  very  nnfiuisbed  appearance,  save  aloi^  one  aide  wbere 
the  entrance  loggia  is  an  attractive  ezample  of  early  work 
(see  Fig.  109).  FoUowiog  quickly  came  La  Madonna  délie 
Oarceri,  Prato,  designed  by  Giuliano  da  San  Gallo  and  finisbed 
in  1491,  and  La  Madonna  di  Santo  Biagio  fuori  Montepuloiano, 
commenced  by  bis  brotber  Antonio  in  1518,  and  finisbed  about 
twenty  yeais  later.    Thèse  are  approximately  tbe  same  in  plan 
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and  in  size  ;  the  dôme  of  each  being  nearly  40  feet  in  diameter. 
In  Antonio's  chnrch,  however,  a  low  sacristy  projects  beyond  the 
eastem  arm,  and  two  detached  towers,  onlj  one  of  which  is 
finished,  flank  the  western.  At  Prato  the  dôme  is  similar  to 
that  of  the  Pazzi  Chapel,  and  like  it  is  concealed;  at  Monte- 
pnldano  it  is  raised  on  a  ciicnlar  drorn.  Both  intemally  and 
extemally  the  design  of  the  latter  ehurch  is  more  architectural, 
and  is  évidence  of  the  great  advance  made  in  the  first  quarter 
of  the  sixteenth  century. 
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With    Santo   Biagio  may  be  compared  Santa  Maria   délia  S.  M. 
Consolazione,  Todi,  commenced  about  1508.     It  is  now  stated  TOiwriSae 
to  be  by  Cola  di  Matteucio  of  Caprarola,  althoagh  Von  Geymtiller  Todi. 
attributes  the  plan  and  exterior  to  Bramante»  and  states  that  the 
interior  was  by  "an  inferior  hand."    It  is  a  oruciform  ehurch, 
but  apses  take  the  place  of  rectangular  arms.    The  semi-domes 
OTer  thèse  apses  stop  against  a  broad  and  cleverly  designed 
square  mass,  the  prqjecting  angles  of  which  contain  staircases 
leading   to  the  gallery  surrounding    the  circular  drum  above. 
Few  buildings    are  better   planned    and   designed  to  show  to 
advantage  a  central  dome.^    Other  cruciform  aisleless  churches 

'  The  dimensioiiB  of  the  ohoroh  are  considérable,  and  intemaUy  are 
approximately  as  foUows  :  central  square,  49*6  wide  ;  height  from  floor  to  top  of 
entablatore,  61*6;  to  apex  of  semi-dome,  77*0  ;  and  to  apex  of  central  dôme,  146*6, 
or  about  three  times  the  width  below. 
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are  S.  Giuseppe  aad  SS.  Pietio  e  Faolo,  Siena,  tbe  email 
S.  Grocifisâo,  Todi,  La  Madonaa  del  Calcînaio,  near  Gortoaa,  etc. 
The  uave  of  the  last  named,  however,  has  an  extra  bay,  making 
tbe  plan  a  Latin  cross. 

Ail  the  above-menttoned  plans  are  very  simple,  with  the 
exception  of  Bmuelleschi's  church  of  the  Angela  at  Florence, 
Later  ohtirohes  simîlar  in  type  are  frequently  more  complicated. 
A  few  only  are  chosen  for  illuatration,  each  poSEsasing  apecial 
traits  of  interesb. 


,  Sant'  AgneBe,  Kome,  on  the  west  side  of  the  Piazza  Navona, 
was  built  in  the  seventeenth  century  by  Girolamo  Bainaldi, 
Borromini,  and  Carlo  Kainaldi.  The  plan  is  a  Greek  ctosa 
with  projecting  apses  to  two  of  the  arms.  The  ailles  of  the 
central  square  are  fiUed  in  with  niches,  oonverting  it  into  an 
irregular  ootagon,  and  the  arms  consequently  are  narrower  than 
the  domed  centre  ;  in  the  otber  cruciform  churcbea  mentioned  they 
are  the  foll  vidth.'  This  la  tbe  fanlt  of  tbe  interior.  The 
anus  appear  too  narrow  for  tbeir  height  ;  althongh  it  is  carions 

1  Compare  with  the  plans  of  the  laiger  Byzkiitiiie  ohnrohes,  luah  aa  Daphui, 
S.  Lnke  of  Stiris,  etc.  (bm  Vol.  I.  Fig.  174),  and  tbe  seotion  of  the  former  (Fig. 
171). 
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that  io  Byzantine  churcliâa,  with  similar  plan  and  proportions,  the 
narrow,  lofty  arms  are  amongst  their  most  effective  characteiisticB. 
The  différence  is  doubtless  due  to  the  beavy  entablatures  of  the 
Glaasic  chorcb,  which  form  strong  horizontal  lines  ;  whereaa  in 
Byzantine  chnrohes  comices  are  absent,  and  the  amall  abacus 
at  the  epringing  of  the  arches  h&a  very  slight  projection.  Few 
ezterion  hâve  been  abused  more  roandly  than  the  façade  of  this 
chorcb.'    And  yet  îts  curved  wall  Sanked  by  turreta,  with  the 
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dôme  rising  behind,  posseases  considérable  diguity.  Tbe  grouping 
ifl  diatiuctly  good.  The  détail  may  leave  sometbing  to  be  desired, 
bnt  tbat  is  a  minor  consideratioD.  Détail  often  recelves  toc  mucb 
attention  and  gronping  too  little,  beaaaae  the  former  ia  on  the 
snrface  and  easy  to  perceive,  whiUt  tbe  latter  requires  looking  for. 
Eence  tbe  réputation  enjoyed  by  many  Italien  quattro-cento 
buildings;  the  façade  of  the  Certosa,  Pavia,  for  instance.  Bad 
détail  may  spoil  an  otberwise  good  design,  but  no  amonnt  of  good 
détail  can  compensate  for  poor  s'cale  and  absence  of  idea. 

Santa  Maria  délia  Salute,  Yenice,  commenced  by  Baldassare  S.  Hkria 

delU 
■  The  looftl  joke  ia  that  tlM  "  Nile  "  on  the  foontain  In  the  centra  of  tha  Piazia    Sainte. 
keepe  hla  hMd  corered  beMOse  be  ouuwt  beai  to  look  kt  it.    A  good  photograph 
of  tbia  ohnroh  ia  in  "  BandenkinMlai  Boms  dea  XV.-XIZ.  Jahrhanderla,"  by 
H.  8tt»ek. 
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Longhena  in  1631,  is  the  beat  known  of  octagonal  churches 
which  are  aisled,  and  probably  the  largest.  The  effect  inside  is 
one  of  considérable  richness,  not  so  much  because  of  any  excess  of 
carving  or  omamentation,  as  from  the  varied  perspective  which 
the  plan  affords.  The  approach  to  the  chancel»  however,  is  mean, 
merelj  the  height  of  the  aisles  and  the  width  of  the  openings  of 
the  octagon.  No  doubt  it  woold  hâve  spoilt  the  effect  of  the 
latter  if  one  of  its  bays  had  been  made  higher  and  wider  than  the 
others,  but  the  vault  of  the  eastem  bay  of  the  aisles  and  the  arch 
beyond  might  well  hâve  been  raised  (see  Fig.  103).  When  one 
remembers  thé  fine  effect  produced  by  the  lofty  berna  of  the  some- 
what  similarly  planned  San  Vitale,  Bavenn^,  one  feels  that  the 
Benaissance  architect  has  failed  where  the  Byzantine  succeeded. 
The  apses  which  terminate  the  chancel  are  effective  in  themselves, 
but  they  are  invisible  from  the  octagon.  As  viewed  from  there 
the  east  end  appears  to  consist  of  two  rectangnlar  rooms,  with  an 
altar  under  the  archway  dividing  them.  Extemally  the  dôme 
over  the  octagon,  witli  its  lantem,drams,  and  huge  console  brackets 
is  superb.  The  entrance  doorway  is  well  in  scale  ;  but  if  the 
projecting  chapels  had  been  omitted,  and  the  wall  left  plain  as 
a  foil  and  support  to  the  mass  above,  the  effect  would  probably 
hâve  been  far  better.  Over  the  choir  is  another  and  smaller 
dôme,  flanked  by  two  slender  campanilL  The  two  dômes  are 
sepsurated  from  each  other  by  the  width  of  the  aisle,  and  the 
larser  consequently  does  not  appear  to  overpower  the  less. 
Ohurohes  Notwithstanding  the  striking  success,  both  extenially  and 
with  long  intemally,  of  many  of  the  above-mentioned  examples,  the  exigencies 
of  coDgregational  worship  soon  obliged  architects  to  add  aisles  and 
lengthen  naves.  Most  typical  oblong  churches,  however,  differ 
only  from  the  others  in  the  greater  length  of  the  western  arm. 
The  eastem  portions  show  no  change,  except  that  the  chancel  is 
sometimes  extended,  a  similar  extension,  however,  being  far  from 
uncommon  in  squarer  plans.  A  crowning  dôme  had  still  to  be 
carried,  no  matter  what  the  length  of  the  nave.  The  plans  of 
the  following  three  churches,  which  in  ail  essentials  are  the  same 
as  those  of  many  other  churches  of  the  sixteenth  and  following 
centuries,  are  sufScient  to  demonstrate  this:  San  Giorgio 
Maggiore,  Venice,  designed  by  Palladio  in  1560  ;  Sauf  Andréa 
délia  Valle,  Rome,  begun  in  1591  by  P.  Olivieri,  and  finished  by 
C.  Bainaldi;  and  Sant'  Ignazio,  Rome,  a  typical  Jesuit  church 
built  between  1625  and  1675.     Gut  off  two  bays  of  S.  Ignazio, 
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and  the  easten  apse,  and  tlie  resuit  is  a  square  cburch,  planned 
like  those  already  considered.  lu  8.  Andréa  care  was  taken  to 
repeat  exactljr  od  the  west  side  of  the  crossiDg  the  bay  to  the  east. 
In  Palladio's  IL  SedentoreiVeniceiC  1576,  the  eaat  end  îb  triapsal, 
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and  is  complète  in  itself  ;  the  nave,  with  its  sîde  cbapeU,  appears 
like  an  af  tertfaonght. 

The  first  oblong  chnrcb  to  embody  fully  the  principles  of  plan  ' 
and  (sdinance  characteriatic  of  Classic  churchea  was  Sant'  Andréa, 
Mantua,  designed   by  Léon    Battista  Alberti   în  1470,   but  not 
commenced  until  1472,  the  year  of  his  deatb.     In  Mediœval 
TOL.  la  K 
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churches  the  costomary  internai  ordinance  is  the  triple  division 
of  the  side  walls  of  the  nave  into  arcade,  triforium,  and  clerestory, 
and  the  Windows  of  the  last  storey  reach  as  high  as  the  apex  of 
the  intersecting  vault  This  division,  somewhat  differently  treated, 
is  retained  in  Basilican  churches  (see  Fig.  8  and  Vol.  I.  Fig.  109). 
In  the  majority  of  large  Classic  churches  the  side  walls  of  the 
nave  are  merely  one  storey  high,  and  consist  of  an  arcade  support- 
ing  an  entablature  which  forms  strong  horizontal  Unes,  and  cuts 
ofiT  the  vault  above  it  entirely  from  the  substructure.  Above 
the  entablature  is  sometimes  an  attic,  as  in  S.  PauFs,  London, 
S.  Boch,  Paris,  etc.,  from  which  the  vault  springs.     In  S.  Andréa, 
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S.  Peter's,  Borne,  etc.,  it  springs  direct  from  the  entablature  itself. 
In  Gothic  churches  verticality  and  height  were  the  désire.  The 
lofty  vaulting  shafts  and  soaring  vault,  the  muUions  and  jamb 
mouldings  of  the  clerestory  Windows,  the  shafts  of  the  triforium, 
were  ail  designed  with  that  object.  In  Classic  churches  the  aim 
is  for  horizontality  and  breadth. 

In  &  Andréa,  Mantua,  and  in  the  transepts,  choir,  and  portion 
of  the  nave  nearest  to  the  crossing  in  S.  Peter's — ^the  only  portion 
contemplated  by  Bramante  and  Michael  Angelo— the  vault  is  a 
barrel  vault,  and  consequently  there  are  no  upper  side  Windows  at 
ail.    In  many  other  churches,  above  either  the  entablature  or  attic 
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as  the  case  may  be,  are  Windows  whioh  eut  into  the  vault  bat  do 
not  reacb  as  high  as  the  crown.  Tbe  vault  is  not  an  ordinary 
îutenecting  vault,  but  a  Welsb-groin.*  The  Windows  bave  not 
the  lofty  proportioDS  of  Gothic  ;  they  are  sometimes  merely  drcles, 
more  GrequenUy  lunettes  ;  and  even  when  lengthened,  the  %hts 
are  stàll  ahort  by  comp&tison  with  Gothic  ones,  and  the  mullious 
dividing  them  broad  and  heavy.' 
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In  Gothic  churches  the  concentration  of  the  thrusts  of  the 
ribbed  intereecUng  vanlts  at  certain  points  rendered  logical  the 
réduction  of  the  walling  to  a  séries  of  piers  stiffened  by  âying 
bnttresses.  In  S.  Andréa,  Mantua,  both  CDtablature  and  vault 
are  continuons,  and  any  such  divided  snbstructure  would  hâve 
been  a  mistake.  Alberti  was  fuUy  alive  to  the  feelîng  of  weak- 
ness  that  would  bave  resnlted.  Hé  therefore  planned  his  churcb 
with  open  and  enclosed  side  chapels  altemating,  and  by  so 
doing  was  enabled  to  make  bis  arcbed  openings  actually  less  iu 
widtb  tban  the  wall  between  them.  He  thus  secnred  au  appear- 
ance  of  contînnity  below  bis  vault,  and  at  the  same  time  obtained 

>  A  Weltb-gTom  T»nlt  ii  formed  b;  tbs  iuterseotlon  of  two  oylindrioal  vanlta, 
ot  whioh  (be  tnumene  te  of  leee  beight  thau  tbe  main  longitudinal  vanlt. 

■  In  E'nnae  ttnd  England,  m  in  S.  Paol'B,  London,  (be  wiudowe  kre  lugei  uid 
moie  impoTtui(  tban  in  tbe  chorohea  of  Ital;  and  Spain, 
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that  feeling  of  stability  and  repose  which  was  ever  the  object  of 
Classic  architects.  The  divifiion  of  the  nave  into  three  great 
bays,  the  two  great  piers,  or  slices  of  walling,  each  side,  the 
bsurrel-vaulted  chapels»  and  the  proportions  throughout,  ail  show 
that  Alberti  took  one  of  the  great  vaulted  halls  of  the  Bomans 
as  his  model,  although  he  departed  from  the  original  in  many 
respects.  Scale  is  given  to  the  nave  by  the  pilasters  at  the  angles 
of  the  chapels.  There  are  two  to  each  bay,  and  consequently  more 
répétition  than  the  division  into  three  bays  implies.     The  door- 
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ways  to  the  enclosed  chapels  with  their  glazed  circles  above — 
through  which  comes  little  or  no  light — also  give  scale.  It  is 
évident  that  Alberti  had  been  matnring  the  plan  for  S.  Andréa  in 
his  mind  for  some  time,  as  in  the  remodelling  of  S.  Francesco, 
Rimini,  the  foundation  stone  of  which  was  laid  in  1446,  he 
tentatively  introdnced  the  altemation  of  open  and  closed  chapels, 
and  substituted  slices  of  walling,  omamented  by  pilasters,  for  the 
original  piers  (see  Fig.  106).^ 

In  the  majority  of  Classic  churches  the  vanlt  is  a  "  Welsh- 
groin/'  and  an  appearance  of  continuity  in  the  substructure  was 
not  so  imperative.     But  there  is  always  a  vast  différence  between 

'  Alberti  oannot  be  held  responsible  for  tbe  ezisting  f orm  of  the  angle  pilasters. 
The  soulptored  panels,  aooording  to  J.  A.  Symonds,  are  by  Bemardo  Guiffagni 
and  DonateUo*8  pnpil  Simone,  who  together  probably  designed  the  pilasten  to 
suit  their  panels. 
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Classic  and  Grothic  churches  in  the  number  and  proportions  of 
piers.  In  the  latter  they  are  nnmerous,  comparatively  slender, 
and  the  spans  between  them  small.  In  the  former  the  old  Boman 
principle  of  few  and  large  supports  is  followed,  and  ail  spans,  both 
longitudinal  and  transverse,  are  large,  sometimes  excessively  so. 
Notwithstanding  that  such  is  the  case,  the  proportionate  width  of 
solid  to  void  is  generally  considérable.  In  the  nave  of  S.  Peter's, 
Borne,  the  piers  are  about  30  feet  wide,  the  openings  about  45  feet. 
In  Northern  Italy,  and  in  northem  countries  generally,  as  in 
S.  Giorgio  Maggiore,  Venice  (Fig.  98),  and  S.  Paul's,  London 
(see  Fig.  238),  piers  are  narrower.  But  in  II  Bedentore,  Venice, 
a  church  without  aisles  but  with  side  chapels,  Palladio  was  able 
to  obtain  the  proportions  which,  as  an  enthusiastic  admirer  of 
ancient  buildings,  he  must  bave  preferred.  He  made  bis  chapels 
apsidal  ended,  and  thus  secured  approximately  the  same  width  of 
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side  walling  as  Alberti  at  Mantua.  In  other  churches  other 
methods  were  adopted  to  obtain  the  same  resuit.  In  S.  Annun- 
ziata,  Naples,  the  width  of  walling  flanking  the  openings  to  the 
chapels  is  far  greater  than  the  wall  behind  which  séparâtes  them, 
owing  to  the  projection  of  engaged  columns  at  the  angles. 

In  contradistinction  to  GotMc  piers  which  are  a  succession  of 
isolated  supports,  Classic  piers  may  be  described  as  slices  of  walling 
enriched  by  pilasters  or  engaged  columns.  From  the  pilasters  on 
the  sides,  which  are  sometimes  single,  sometimes  in  pairs,  spring 
the  arches  of  the  arcade.  In  S;  Giorgio  Maggiore  thèse  bave  their 
own  capitals  and  entablatures.  In  the  nave  of  S.  Peter's,  a  comice 
with  a  necking  below  forms  the  capital.  The  pilasters  or  columns 
on  the  face  reach  to  the  underside  of  the  main  entablature  ;  but 
any  appearance  of  verticality  which  they  might  give  is  more  than 
counteracted  by  the  stronger  horizontal  Unes  above.    They  may 
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start  direct  from  the  floor,  as  in  S.  Peter's,  Il  Redentore,  etc.,  or 
may  be  raised  on  pedestals,  as  in  S.  Andréa,  S.  Giorgio  Maggiore, 
etc.  Sometimes  there  is  only  one  colnmn  on  each  face,  as  in  S. 
Giorgio,  or  one  pilaster,  as  in  S.  Roch^  Paris  ;  or  there  may  be  two 
columns,  as  in  II  Eedentore,  etc.,  or  two  pilasters,  as  in  S.  Peter's 
and  S.  Andréa.  In  Palladio's  two  Venetian  churches,  the  engaged 
columns  only  project  half  their  diameter,  instead  of  the  customary 
three-quarters.  Externally,  the  smaller  projection  might  hâve  a 
somewhat  weak  effect,  but  inside  it  is  distinctly  an  advantage. 
Such  columns  produce  a  much  richer  effect  than  flat  pilasters,  and 
their  projection  is  only  a  trifle  greater. 
Summary  The  plan  and  gênerai  ordinance  described  above  hâve  donbtless 
orSaaSIe  ^^°^®  ft-ults.  Owing  to  the  great  size  and  fewness  of  the  divisions, 
Classic  churches  sometimes  do  not  look  their  size.  The  Romans 
introduced  columns  between  their  great  piers,  because  of  their 
scale-giving  properties.  The  architects  of  the  Renaissance  might 
with  advantage  hâve  imitated  them  in  this  respect.  The  numerous 
piers  in  Gothic  churches,  and  the  répétition  of  parts  generally  which 
is  one  of  their  characteristics,  undoubtedly  give  scale  ;  but  they 
tend  to  croate  a  f eoling  of  unrest.  The  fewer,  larger  piers  of  Classic 
churches  are  reposeful,  and  the  large  open  spaces  good  for  congre- 
gational  purposes.  A  fine  effect  of  size  can  also  be  produced 
without  heavy  expense.  A  few  large  piers  cost  less  than  numerous 
small  ones.  Whilst  many  Italian  churches  owe  much  of  their  beauty 
to  ezpensive  materials  and  lavish  décoration,  neither  is  absolutely 
necessary,  as  Palladio's  two  churches  at  Venice  prove.  Fine 
results  are  quite  possible  with  the  simplest  materials  and  white- 
wash  ;  if  thought  be  given  to  the  plan,  and  care  taken  with  the  pro- 
portions. Modem  methods  of  building  do  not  lend  themselves  to, 
or  Buggest,  elaborate  moulded  stone  work  for  piers,  walls,  and  vaults. 
They  ally  us  far  more  closely  to  the  Roman  Empire  than  to  the 
Middle  Ages.  In  adopting  them,  colour,  ornament,  precious 
materials  need  not  be  banished,  if  funds  allow  of  their  rétention  ; 
but  it  is  better  to  reserve  them  for  fittings,  when  they  will  tell 
with  greater  force  if  the  background  be  plain,  than  if  it  be 
enriched  to  be  in  what  is  in  common  parlance  called  ''in 
keeping." 

Exoep.  Nearly  ail  churches  commenced  after  the  fifteenth  century 

tions.         follow  the  internai  ordinance  described  above.     Most  of  the 

exceptions  are  in  the  towns  along  the  northem  frontier.    The 

most  notable  of  thèse,  and  certainly  the  most  lavishly  ornamented. 


Fia.  108.— Sauta  Maria  deli.a  Saldtb,  Vemck. 
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is  the  church  of  the  Annunziata,  Genoa,  designed  by  Giacomo  délia 
Porta,  the  Soman  architect,  in  1587.  The  npper  portion  of  the 
interior  différa  little  from  what  has  been  stated  to  be  customarj, 
as  above  the  side  arches  is  an  entablature  and  a  Welsh-groin  vault. 
The  arches,  however,  spring  from  columns,  and  not  from  piers. 
Considérable  pains  were  evidently  taken  to  remove  as  far  as 
possible  the  impression  of  a  continuons  superstructure  and  a 
divided  substructure.  The  vault  is  divided  into  bays  by  trans- 
verse arches  ;  below  thèse  are  pilasters  of  slight  projection  reaching 
firom  the  entablature  to  the  top  of  the  capitals  of  the  columns  ;  and 
the  continuity  of  the  entablature  is  broken  by  small  breaks  above 
the  pilasters.    The  whole  of  the  upper  part  is  richly  decorated 
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and  the  columns  are  of  fluted  white  marble,  the  flûtes  being  filled 
with  red  and  other  coloured  marbles.  In  Venetian  territory  there 
are  also  churches  whose  internai  ordinance  is  also  dissimilar,  but 
their  différences  are  solely  due  to  the  influence  of  S.  Mark's. 
Of  thèse  S.  Salvatore,  commenced  in  1506,  is  the  most  remarkable. 
The  nave,  including  the  crossing,  is  covered  by  three  dômes, 
separated  from  one  another  by  wide  transverse  arches  as  in  S. 
Mark's.  Thèse  are  carried  on  slender  square  piers  with  Classic 
capitals  and  entablatures.  The  gênerai  effect  is  that  the  supports 
are  much  too  weak,  and  one  longs  for  the  sturdier  piers  of  S. 
Mark's,  or  else  for  the  enclosed  chapels  of  Alberti's  S.  Andréa. 
In  the  sUghtly  earlier  church  of  Santa  Maria  de'  Miracoli,  Brescia, 
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this  fault  is  cori*ected  by  the  introduction  of  columns,  carrying 
semicircular  arches,  between  the  piers.  The  plan  of  this  church  is 
as  interesting  as  its  well-known  elaborate  west  porch,  and  if  canied 
ont  on  a  larger  scale  should  produce  most  striking  results.  The 
two  dômes  of  the  nave  are  separated  by  a  barrel  vault  over  the 
intervening  bay;  dôme  A  being  carried  higher  than  dôme  B. 
The  dômes  CC  over  the  middle  bays  of  the  aisles  are  smaller  and 
lower. 

The  lover  of  Gothic  may  with  justice  claim  that  the  Windows 
of  Glassic  churches  show  none  of  the  thoughtful  care  and  elaborate 
skill  lavished  on  the  Windows  of  great  MediaBval  cathedrals.  He 
will  also  miss,  as  a  rule,  the  wonderful  effects  of  the  slanting  rays 
falling  from  the  lofty  clerestory  on  the  south  side.  But  if  Glassic 
Windows  are  duU  in  design  it  matters  little  because,  in  Italy  at 
least,  they  are  little  seen.  There  are  frequently  none  in  either  the 
east  or  the  west  wall.  The  entablature  cuts  off  any  upper  ones, 
and  lower  ones  are  generally  hidden.  Standing  at  the  west  end  of 
S.  Andréa,  Mantua,  no  Windows  at  ail  are  visible,  except  some  very 
unimportant  ones  at  the  east  end«  In  this  church,  and  in  Glassic 
churches  generally,  the  Windows  in  the  drum  and  dôme  over  the 
Crossing  provide  the  main  lighting.  The  effect  of  the  flood  of 
light  coming  irom  one  does  not  exactly  see  where  is  very  striking, 
and  ample  compensation  for  any  shortcomings  elsewhere.  The 
most  important  part  of  the  church,  including  the  high  altar,  is 
illuminated.  In  S.  Peter's,  Borne,  practically  the  whole  of  the 
lighting  of  the  western  portion  of  the  church  may  be  said  to  come 
from  the  dôme  and  drum,  as  the  Windows  in  the  apses  of  the  choir 
and  transepts  are  comparatively  small.^ 

In  S.  Andréa,  Mantua,  the  "  open  "  side  chapels  hâve  each  a 
lunette  close  under  the  vault,  and  in  aisled  churches,  each  bay,  as 
in  San  Giorgio  Maggiore,  Venice,  has  often  a  similar  window. 
Frequently,  however,  there  are  no  side  Windows  at  ail.  Each  bay 
of  aisle  or  each  side  chapel  is  domed,  and  has  its  own  small  lantem. 
The  aisles  of  the  nave  of  S.  Peter's  are  lighted  in  this  way. 

The  greater  number  of  Italian  churches  in  towns  are  so  hemmed 
in  by  buildings  that  frequently  nothing  is  visible  except  the  west 
or  entrance  front.  The  end  of  the  choir  sometimes  rises  above 
cloisters,  but  is  seldom  treated  architecturally  ;  either  because 
funds   failed   or  else   because  the    authorities    regarded   as   an 


^  In  San  Ambrogio,  MUan,  and  in  other  Bomanesque  churches,  the  effect  iB 
the  same  ;  see  Vol.  II.  pp.  169, 170. 
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unnecessary  extravagance  the  embellishment  of  what  tliey  alone 
would  868.  There  is  no  ''  back  wall  "  in  a  Mediseval  ohurch  ;  no 
corner  neglected  simply  becanse  it  would  seldom  be  seen.  A 
Classic  chiirch  is  often  ail  ''  back  wall/'  except  the  actual  front. 
Even  when  a  church  cornes  at  the  corner  of  two  streets,  and  one 
side  at  least  is  visible  to  Uie  public,  an  elaborate  stone  façade  is 
aocorded  to  the  entrance  end,  whUst  the  sides  remain  in  brick 
in  very  nearly  carcase  state.  In  that  condition  they  are  not 
necessanly  inefTective.  Their  fine  scale  and  simple  lines  often 
resuit  in  considérable  dignity.  But  there  is  little  that  calls  for 
description.  In  aisled  churches  the  skeleton  construction  is 
much  the  same  as  in  Mediseval  days,  except  that  buttresses  are 
internai  and  not  extemal.  In  this  respect  architects  were  simply 
following  Boman  précèdent,  as  expressed  in  the  Basilica  of  Con- 
stantine,  Baths  of  Diocletian,  Garacalla,  etc.,  and  also  the  gênerai 
custom  in  Italy  through  ail  the  centuries  of  the  Middle  Ages. 
Italians  were  ever  averse  to  exposing  and  making  a  feature  of 
structural  necessities,  and  the  architects  of  the  Benaissance 
in  particular  carefully  avoided  any  display  of  active  strengt^, 
realizing  that  visible  évidence  of  forces  at  work  tend  somewliat 
to  produce  a  feeling  of  weakness.  Their 
strength  is  always  in  reserve,  and  exter- 
nally  quite  as  much  as  internally  they 
aimed  at  repose.  For  this  reason  flying 
buttresses,  when  they  exist,  are  generally 
either  hidden  bj  lofty  and  continuons 
side  walls,  as  in  S.  PauFs,  London,  or 
else  are  concealed  under  aisle  roofs. 
When  they  show  they  seldom  merit  the 
epithet  "flying."  The  buttresses  of  the 
Cathedral  of  Bergamo  are  of  a  not  un- 
common  type;  and  the  console  shape  is 
also  frequently  met  with,  as  in  the  church 
of  the  Val  de  Grâce,  Paris. 

In  designing  western  façades  for 
churches  with  either  aisles  or  side  chapels, 
the  architects  of  the  Benaissance  were 
confironted  by  the  same  difficulty  which 
had  troubled  their  brethren  centuries 
before.  This  was  how  to  treat  satisfactorily  in  élévation,  or  how 
to  mask,  the  ugly  sectional  outline  presented  by  a  building  with 
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a  lofty  central  nave,  and  side  aisles  of  approximately  balf  the 
lieight.  They  sometimes  adopted  the  masking  narthex  of  Early 
Christian  churches,  but  rarely  the  twin  towers  of  Mediseval. 
Their  difficulties,  moreover,  were  accentuated  by  their  désire  to 
use  the  "  orders/'  and  by  the  restrictions  thèse  imposed. 
S.  Frftn-  The  first  to  tackle  the  problem  was  Alberti.     He  solved  it 

^^2»  simply  in  the  church  of  San  Francesco,  Eimini,  by  oarrying  one 
order  the  height  of  the  aisles  across  the  whole  front,  and  over  it, 
in  the  centre  only,  another  order  the  width  of  the  nave.  His 
design  was  never  finished,  but  it  is  clear  that  he  intended  the 
upper  order  to  be  crowned  by  a  pediment,  and  the  lower  order  to 
hâve  two  half  pediments  at  the  sides  to  stop  the  aisle  roofs.  This 
front  would  not  hâve  received  so  much  attention  if  it  had  not  been 
the  first  of  Benaissance  attempts  ;  and  if  the  f act  had  not  been 
overlooked  that  Bomanesque  builders  in  southem  countries  fre- 
quently  did  much  the  same  thing,  although  naturally  with  inferior 
proportions  and  détails.  The  side  of  S.  Francesco  is  superior  in 
ail  respects  to  the  front.  Hère  Alberti  retained  the  existing  aisle 
wall  of  the  Gothic  church,  but  built  in  front  of  it  a  séries  of 
arched  recesses  to  contain  the  sarcophagi  of  poets,  philosophers, 
and  artists,  friends  of  Sigismondo  Malatesta,  Duke  of  Bimini,  who 
ordered  the  rebuilding. 

Alberti's  next  venture  was  at  S.  Andréa,  Mantua.  The 
situation  hère  was  oomplicated — perhaps  it  was  really  facilitated 
— by  the  tower  of  an  earlier  church  which  overlapped  the  front  at 
the  corner.  A  satisfactory  façade  seemed  an  impossibility,  but 
the  difficulty  supplied  the  opportunity,  as  not  infrequently 
happens  in  architecture,  and  Alberti  fiÛed  the  space  available 
by  a  vast  porch.  This  is  not  the  full  height  of  the  church,  but  is 
of  noble  dimensions.  In  the  centre  is  an  arched  opening  22  feet 
wide,  and  more  than  double  that  dimension  in  height,  flanked  by 
doorways  which  give  it  scale.  Four  pilasters,  raised  on  pedestals, 
reach  from  the  ground  to  the  underside  of  the  entablature,  above 
which  is  a  pediment,  flat  pitched  as  in  Greek  temples.  The 
scheme  is  far  grander  than  the  one  at  Bimini,  and  historically 
it  is  of  especial  interest,  as  for  the  first  time  pilasters  are  carried 
through  more  than  one  storey.  This  front  antedates  by  more  than 
half  a  century  similar  pilaster  treatment  by  Michael  Angelo  and 
Palladio. 
Mi^ow°  ^®  *^^^  notable  front  is  that  of  San  Giorgio  Maggiore, 
Venice,  designed  by  Palladio  in  1560.    At  the  end  of  the  nave 
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the  arcbitect  placed  one  huge  order,  consisting  of  four  great 
engagea  colamns  raised  on  pedestals  and  crowned  by  a  pediment. 
The  ends  of  the  aisles  are  much  the  same  as  at  Bimini.  The 
entablature  of  the  smaller  order  at  the  sides  is  carried  across  the 
central  part  over  the  entrance  doorway,  the  great  engaged  columns 
cnttiug  through  it.  This  façade  must  be  seen  to  be  appreciated. 
Photographs  and  drawings  give  no  idea  of  its  stateliness  ;  dimen- 
sions little  idea  of  its  size.  At  first  sight  it  seems  such  an 
obvions,  simple  thing  to  do,  that  one  wonders .  it  had  not  been 
done  before,  or  that  it  bas  ever  been  departed  from  since.  But  it 
takes  a  strong  man  to  do  a  simple  thing  ;  weaker  men  take  trouble 
to  show  their  clevemess.  For  the  Bedentore  Church,  Venice, 
Palladio  designed  a  somewhat  similar,  but  undoubtedly  inferior 
front.  The  columns  are  not  raised  on  pedestals,  do  not  reach  the 
fuU  height  of  the  church,  and  the  pediment  above  them  stops 
against  an  attic,  the  comice  of  wbich  ranges  with  the  eaves  of  the 
roof.  The  design  is  more  suitable  for  a  projecting  porch  than  for 
a  front  itself . 

Notwithstanding  the  success  of  S.  Giorgio,  its  design  was  Later 
seldom  foUowed.^  Later  architects  reverted  to  the  treatment  ^aç^dea. 
started  by  Alberti  at  Simini,  and  made  the  centre  of  their  façades 
two  orders  high.  Of  this  character  are  the  churches  of  the  Gesù, 
Sauf  Andréa  délia  Valle  (see  Fig.  107),  and  Santa  Maria  in  Cam- 
pitelli,  ail  in  Bome,  and  many  others  too  numerous  to  mention. 
Il  Gesù  was  commenced  by  Vignola  about  1568,  and  finished  by 
Giacomo  délia  Porta.  The  Jesuits,  who  in  the  sixteenth  and 
seventeenth  centuries  obtained  a  commanding  ascendency  in 
ecclesiastical  matters,  employed  this  type  of  façade  every where  ; 
not  in  Italy  alone,  but  throughout  Europe.  At  Paris  is  the  church 
of  S.  Paul  and  S.  Louis  ;  at  Avignon,  in  Southern  France,  there 
is  a  fine  ezample,  at  Antwerp  another,  and  there  are  many  else- 
where.  The  aisle  roofs  of  the  Jesuit  church  in  Bome  stop  against 
large  scroU  brackets.  Similar  brackets  were  first  introduced  in 
the  front  of  Santa  Maria  Novella,  Florence,  by  Alberti,  or  so  it  is 
stated  on  somewhat  doubtful  authority.  They  occur  in  many 
later  churches  in  Italy  and  other  countries,  amongst  them  being 
the  well-known  church  of  the  Val  de  Grâce,  Paris.  The  façades 
of  the  other  two  churches  were  designed  by  Carlo  Bainaldi  in  the 
middle  of  the  seventeenth  century,  and  resemble  the  Gesù,  except 
that  they  bave  no  side  brackets.    Their  crownîng  pediments  are 

>  The  difiSoultyand  expense  of  obtaining  stones  large  enough  may  be  the  reason. 
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also  somewhat  barbarouslj  broken  in  the  manner  afifected  by  later 
architects,  but  the  effect  is  undeniably  fine. 

Masked  In  S.  Peter's,  Kome,  and  in  some  other  large  churches,  mostly 

late  in  date,  the  sectional  outline  is  ignoied  in  the  west  front,  and 
is  masked  by  a  narthex,  porch,  or  portico.  At  S.  Peter's,  a  narthex 
stretches  the  whole  width  of  the  church,  and  above  it  is  a  gallerj 
of  equal  length.  This  is  represented  extemally  by  a  single  order, 
with  an  attic  above.  Michael  Angelo's  original  design  was  a  pro- 
jeqting  péristyle  of  f ourteen  huge  aetacbea  columns,  ten  behind 
anoïour  in^tîie^ centre  in  front  In  »S.  Jf aurs,  London,  a  double 
tier  of  six  pairs  of  detached  colunms  stretch  from  aisle  wall  to 
aisle  wall,  flanked  by  towers,  the  wall  of  the  nave  being  recessed 
behind  the  central  colunms  to  f orm  a  porch.  The  principal  façade 
of  San  Giovanni  in  Laterano,  Borne,  is  an  open  porch  with  gallery 
above,  with  colunms  and  pilasters  on  its  face  which  run  through 
the  two  storeys.  It  was  added  by  Alessandro  Ghtlilei  in  1734,  and 
is  frankly  a  screen.  As  an  example  of  late  work  it  is  worth 
recording  ;  and  although  a  trifle  hard  and  suggestive  of  the  tee- 
square,  is  fine  in  scale  and  on  the  whole  simple  in  design. 

Portico  The  two  churches  facing  the  Piazza  del  Popolo,  Bome,  S. 

Maria  di  Monte  Santo  and  S.  Maria  dei  Miracoli,  hâve  porticoes 
in  front  ;  but  neither  church  is  of  oblong  plan,  and  the  portico  of 
each  is  merely  the  height  of  the  side  walls. 

In  the  above  examples,  and  in  others  that  might  be  mentioned, 
the  adoption  of  something  in  the  nature  of  a  "  screen,''  saved  the 
architects  the  trouble  of  reconciling  the  fronts  with  what  came 
behind.  They  were  perfectly  justified  in  the  course  they  took  ; 
and  were  by  no  means  the  first  to  take  it.  In  many  Mediseval 
churches  a  large  portion  of  the  west  front  of  each  is  but  a  screen, 
with  nothing  behind  it  ;  as  at  Bourges,  Bouen,  Salisbury,  Wells, 
etc.  At  Wells  the  resuit  is  so  beautiful  that  nobody  can  cavil  ; 
at  Salisbury  the  masking  bas  been  done  but  indiSerently  well.  If 
the  Classic  men  are  to  be  blamed  for  their  praotice,  the  Groths 
cannot  be  allowed  to  go  scot  free.  But  when  the  resuit  is  beauti- 
ful architecture,  it  is  better  and  fairer  to  blâme  neither. 


S.  Petek's,  Bome. 

The  largest  and  most  important  church  in  Christendom 
deserves  something  more  than  incidental  référence.  Most  of  the 
best  known  of  Italian  architects  of  the  sixteenth  and  seventeenth 
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centuries  had  a  share  in  its  building.  The  schéma  for  rebuildiag 
and  refortifying  the  portion  of  Borne  which  belonged  to  the  popes, 
inangnrated  by  Pope  Nicolas  V.  in  1452,  entailed  the  destruction 
of  the  old  basilican  church  of  S.  Peter,  which  had  long  been  in  a 
verj  dilapidated  condition,  and  the  building  of  a  new  church 
partly  on  its  site.  The  pope  died  before  his  plan  could  be  carried 
ont,  and  the  work  was  in  abeyance  for  over  fifty  years.  Early  in 
the  sixteenth  century  the  project  was  revived  by  Julius  II.,  who 
commissioned  Bramante,  at  that  time  the  best-known  architect  in 
Borne,  to  prépare  an  entirely  new  design  for  the  church.  The 
foundation  stone  was  laid  by  the  pope  on  18  AprU,  1506,  under 
the  great  south-west  pier  of  the  dôme,  known  as  S.  Yeronica's 
pier.* 

Bramante's  original  plan  (Fig.  113,  A),  which  was  proceeded  Bra- 

with,  was  a  square  with  a  projecting  apse  on  each  side.     Towers  âï^'" 

were  întended  at  the  four  corners,  and  dômes  over  the  four  chapels 

on  the  diagonals  round  the  central  dôme.    The  arms  were  designed 

to  be  barrel  vaulted  as  they  are  now.    The  four  great  piers  at  the 

Crossing  were  began  first,  and  before  Bramante's  death  in  1514 

they  were  finished,  and  some  of  the  arches  they  support  tumed.'  AU 

effort  apparently  was  concentrated  on  this  portion,  and  no  attempt 

made  to  begin  the  outside  walls.     In  no  other  way  can  the  discrep- 

ancies  in  the  many  tentative  plans  prepared  by  Bramante  and  his 

immédiate  successors  be  accounted  for.     In  ail,  the  central  space 

remains  the  same,  but  the  extemal  walls  vary  considerably  in 

outline.     No  foundations  for  thèse  can  hâve  been  built,  otherwise 

the  numerous  changes  could  never  hâve  been  suggested.    Bramante 

either  found  it  exceedingly  difficult  to  make  up  his  mind  regard- 

ing  the  exact  shape  his  building  should  take  extemally,  or  else 

failed  to  satisfy  his  clients.      In  another  design  (Fig.  113,  B) 

attributed  to  Bramante,  although  the  authorship  is  uncertain, 

aisles  are  carried  round  the  extemal  apses.    Thèse  are  retained, 

with  modifications,  in  Peruzzi's  plan  (Fig.  113,  C).     Peruzzi,  before 

*  The  présent  8.  Peter*8  foUows  the  orientation  of  old  S.  Peter*8  and  the 
majority  of  early  chnrches  in  Borne  ;  the  entranoe  is  at  the  east  end,  and  the 
altar  and  choir  are  at  the  west. 

'  Yasari,  p.  62,  says,  "  In  the  arches  of  the  édifice  he  (i.0.  Bramante)  also 
showed  the  manner  in  which  they  may  he  tumed  with  movahle  scafiolds."  The 
barrel  vanlts  of  the  Amphithéâtre  at  Arles,  the  side  vanlts  of  the  Baths  of  Diana 
at  Nîmes,  and  aU  the  arches  of  the  Pont  du  Gard,  near  Nîmes,  are  built  in  slices 
with  Btraight  joints,  ijt,  with  no  bond  between  them.  The  slices  in  the  last- 
named  are  about  5  feet  long.  The  yaults  of  S.  Peter's  were  possibly  built  in  this 
way,  which  would  ezplain  Vasari's  remark. 
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he  was  appointed  architect  to  S.  Peter's,  acted  for  some  years  as 
assistant  to  Bramante,  tbe  latter  being  in  bad  bealth  for  a  long 
time  before  bis  deatb.  In  ail  three  plans  columns  are  shown 
between  tbe  great  piers.  Bramante  bad  probably  learnt  tbeir 
scale-giving  properties  from  San  Lorenzo,  Milan,  and  bis  study 
of  ancient  buildings  in  Borne  would  confirm  bim  in  bis  opinion  of 
their  utility.^ 

To  Bramante  belongs  tbe  crédit  for  tbe  plan  of  tbe  central 
portion  of  tbe  cburcb,  and  tbe  gênerai  internai  ordinance,  exclu- 
sive of  tbe  tbree  end  bays  of  tbe  nave.  He  made  several 
designs  for  tbe  interior  wbicb  are  reproduced  in  von  Geymûller's 
*'  Projets  primitifs  pour  S.  Pierre."  One  section  sbows  two  orders 
witb  a  gallery  above  tbe  aisles,  and  a  quadripartite  vault,  anotber 
a  single  Doric  order,  witb  a  gallery  oarried  on  columns  between 
tbe  piers  as  in  Boman  buildings.  A  tbird  sbows  tbe  design  mucb 
as  executed,  a  single  Corintbian  order  carrying  an  entablature 
from  wbicb  springs  a  barrel  vault. 

During  tbe  lifetime  of  Bramante,  Peruzzi,  apparently  under  Br»- 
his  direction,  made  a  plan  witb  a  long  nave  of  tbree  bays,  similar  J^J^l* 
in  proportion  and  size  to  tbe  Basilica  of  Constantine.  After  Bra-  son. 
mante's  deatb,  tiîe  idea  of  a  Latin  cross  was  revived  by  bis  suc- 
cessors,  Giuliano  da  San  Gallo,  Fra  Giacondo,  and  Bapbael,  and 
plans  are  in  existence  sbowing  long  naves,  wbicb  are  ascribed  to 
tbe  two  last.  San  Gallo  retired  after  eigbteen  montbs,  Giacondo 
died  in  1515,  and  Bapbael  in  1520.  Peruzzi  succeeded,  and  tbe 
Greek  cross  again  obtained  tbe  ascendancy.  Design  C,  in  Fig. 
113,  was  probably  made  by  bim  at  tbis  time.  Tbe  capture  of 
Bome  in  1527  interfered  considerably  witb  tbe  work,  and  delayed 
progress.  Peruzzi,  bowever,  is  said  to  bave  completed  tbe  soutb 
transept,  and  at  bis  deatb  in  1536,  tbe  barrel  vaults  surrounding 
tbe  dôme  were  apparently  finisbed,  and  tbe  great  pendentives 
started.  Antonio  da  San  Gallo,  tbe  younger,  was  next  appointed. 
Wbatever  were  bis  faults,  be  was  fully  alive  to  tbe  manifest 
superiority  of  a  compact  plan  wben  a  dôme  is  tbe  principal  extemal 
feature  in  a  design.  Wbilst,  bowever,  retaining  tbe  Greek  cross, 
be  suggested  in  front  of  it  a  buge  pronaos,  consisting  of  a  long 
vestibule  in  front,  flanked  by  detacbed  towers,  and  an  open  porcb 
bebind,  wbicb  was  to  be  domed  (see  Fig.  113,  D).    Above  tbe 

^  Bemembering  the  length  of  Bramante's  Bojonm  in  Milan,  it  is  interesting  to 
compare  the  earlj  plans  of  S.  Fêteras,  especiaUy  B  and  G,  with  the  plan  of  San 
Lorenzo  (see  Vol.  I.  Fig.  154).    They  bave  many  points  of  resemblance. 
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central  entrance  to  the  vestibule  was  to  be  a  balcony,  from  vhich 
the  popes  coiild  bless  the  people  in  the  Piazza  on  State  occasions. 
The  idea  was  great,  bat  unpractical.  The  pronaos  would  hâve 
been  a  noble  entry  to  the  largest  church  in  Ghristendom,  but  the 
expense  would  hâve  been  enormous,  and  it  would  not  haye  increased 
at  ail  the  accommodation  of  the  church. 
San  ^  San  Gallo  prepared  a  wood  model  of  his  scheme  to  a  large 

model?  scale^  which  is  now  in  the  model  room  in  one  of  the  great  piers  at 
the  Crossing,  where  also  is  preserved  Michael  Angelo's  model  for 
the  dôme.  It  is  beautifully  finished  inside  and  out,  and  the 
Gorinthian  pUasters  of  the  interior  are  shown  much  as  at  présent. 
This  is  of  importance,  as  it  proves  beyond  a  doubt  that  the  internai 
ordinance  was  settled  before  Michael  Angelo  appeared  on  the 
scène.  From  the  model  it  is  clear  that  the  pronaos  would  hâve 
been  separated  from  the  church  to  an  extent  dif&cult  to  realize 
from  the  plan.  It  would  hâve  interfered  somewhat  with  the 
view  of  the  dôme  from  the  Piazza,  although  not  so  fatally  as  the 
existiiig  nave,  but  would  hâve  affected  but  little  the  view  of  it  from 
the  sides.  As  regards  San  GaUo's  design  for  the  church  itself,  the 
extemal  walls  are  shown  two  main  storeys  in  height,  the  lower 
Doric,  the  upper  lonic,  separated  by  a  pilastered  mezzanine.  The 
last  is  the  chief  blot.  Under  the  dôme  were  to  be  two  drums,  the 
upper  set  back  behind  the  lower,  each  consisting  of  a  number  of 
arched  openings  with  columned  piers  between,  Golosseum  faehion. 
The  fault  of  the  élévations  throughout  is  over  reduplication  ;  and 
the  criticism  of  San  GaUo's  successor,  Michael  Angelo,  is  fully 
justified,  that  the  outside  "  was  broken  into  too  many  parts,  and 
with  an  infinity  of  columns." 
M.  In  1546,  Michael  Angelo,  at  the  âge  of  seventy-one,  was 

s!pete*8.  entrusted  with  the  completion,  with  instructions  to  use  the  utmost 
despatch.  He  evidently  felt  that  if  the  church  were  ever  to  be 
finished,  its  plan  must  be  curtailed,  and  some  of  the  adjuncts  sug- 
gested  by  Bramante,  and  retained  by  Peruzzi,San  Gallo,  etc.,  omitted. 
Hetherefore  eut  out  the  squares  at  the  extemal  angles  and  the 
chapels  aloDgside  them,  omitted  the  aisles  round  the  apses,  and 
made  the  latter  merely  the  width  of  the  arches  supporting  the 
dôme.  His  omissions  are  clear  from  the  outline  surrounding  his 
plan  (Fig.  113,  E).  The  gain  in  compactness  was  great,  but  much 
of  the  poetry  of  Bramante's  plan  was  lost.  The  columns  between 
the  piers  went  definitely.  San  Gallo  apparently  did  not  propose 
to  keep  them;  but  their  omission  was  a  mistake.     They  might 
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easily  hâve  been  retained  between  the  great  piers  and  the  outside 
masses  of  walling,  where  they  would  bave  added  interest  and 
scale.  Apart  from  the  changes  mentioned,  the  désire  of  Michael 
Angelo  was  evidently  to  complète  Bramante's  design  as  far  as 
possible  as  the  earlier  architect  would  bave  wished.  He  told 
Vasari  frequently,  or  so  that  writer  déclares,  "that  he  was  but 
execnting  the  design  and  arrangements  of  Bramante,  seeing  that 
the  master  who  first  founded  a  great  édifice  is  he  who  ought  to  be 
regarded  as  its  anthor."  Bramante  had  settled  the  internai  ordi- 
nance,  and  that  Michael  Angelo  left.  The  extemal  ordinance  is 
apparently  entirely  the  latter's  ;  but  its  single  Corinthian  order  is 
a  reproduction,  to  a  slightly  larger  scale,  of  the  order  inside.^ 
Fergusson,  in  his  dislike  for  and  désire  to  condemn  the  outside 
"gigantic  order  of  Corinthian  pilasters,"  conveys  an  altogether 
wrong  impression  when  he  states  that  "  the  great  acanthus  leaves 
of  the  Corinthian  order,  nearly  seven  feet  in  height,  challenge 
attention  everywhere."  Most  of  the  leaves  are  less  than  half  that 
height.  His  dimensions  may,  by  a  stretch,  be  applied  to  the  upper 
leaves  of  the  capital  if  they  are  measured  from  the  necking  ;  but 
considering  that  thèse  are,  to  a  great  extent,  covered  by  the  lower 
leaves,  the  statement  is  misleading.  Their  seven  feet  certainly 
does  not  challenge  attention. 

To  Michael  Angelo  belongs  solely  the  crédit  for  the  design  of  Drnm 
the  dram  and  dôme.*    Bramante  intended  a  hemispherical  dôme,  "^     ^°^®' 
stepped  ezternally  like  that  of  the  Panthéon,  Bome,  carried  on  a 
cylindrical  drum  surrounded  by  a  continuons  péristyle.     The 
plain  cylindrical  drum  immediately  above  the  roofs — which  from 
most  points  of  view  is  invisible — ^was  probably  built  bef  ore  Michael 
Angelo  took  the  work  in  hand.    From  this  rises  the  drum  proper,  ! 
which  was  his  design,  also  cylindrical,  except  that  its  curve  is 
broken  by  sixteen  projeoting  buttresses,  which  agrée  with  the  ribs 
of  the  dôme  above.     On  the  face  of  eaoh  buttress  is  a  pair  of 
engaged  columns.    In  the  model  for  the  dôme,  already  referred   j 
to,  curved  consoles  reach  from  the  entablature  above  the  buttresses   ' 
to  the  springing  of  the  dôme  below  the  ribs.    Thèse  were  omitted 
in  exécution.    They  would  not  hâve  added  material  stability,  but 
would  hâve  carried  the  eye  upwards,  tied  drum  and  dôme  together, 
and  intensified  the  pyramidal  effect. 

i  The  order  onteide,  exclusive  of  the  attic  above  and  the  basement  below,  is 
about  108  feet  high  ;  that  of  the  interior  is  about  10  feet  less. 
'  See  p.  160  for  the  oonstraction  of  the  dôme. 
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At  Michael  Angelo's  death  in  1564,  the  dram  was  finished, 
but  the  dôme  barely  started.  The  portico  in  front  of  the  principal 
entrance,  çonsisting  of  detached  columns  100  feet  high,  had  just 
been  commenoed.  Vignola  succeeded,  but  did  little  except  add 
the  cupolas  over  two  of  the  four  squares  at  the  angles.  They  are 
exceedingly  graceful  and  well  proportioned,  and  elsewhere  would 
look  well,  but  they  are  overpowered  by  the  great  dôme  alongside. 
The  remaining  pair  were  never  built.  The  great  dôme  was  erected 
by  Giacomo  délia  Porta  and  Domenico  Fontana,  who  departed 
somewhat  from  the  model  left  by  Michael  Angelo  (see  p.  160). 
[  The  work  was  begun  in  July,  1588,  and  finished  in  the  incredibly 
short  time  of  twenty-two  months. 
Later  If  only  the  history  of  the  building  of  this  great  church  stopped 

additions.  1^^^^  ^^^^  hundreds  of  pages  of  criticism  would  never  hâve  been 
written.  Unfortunately,  in  an  evil  hour,  Pope  Pius  V.,  early  in 
the  seventeenth  century,  decided  to  pull  down  Michael  Angelo's 
partially  finished  front,  and  to  build  a  loug  nave  of  three  extra 
bays.  The  work  was  begun  in  1606  bv  Carlo  Mademo.  who  also 
designed  the  entrance  narthex — ^against  the  interior  of  which 
nothing  can  be  said — ^and  built  the  front,  utilizing  Michael 
//Angelo's  columns,  but  making  them  engaged,  instead  of  detached. 
In  1626  the  church  was  consecrated,  one  hundred  and  twenty 
years  after  the  laying  of  the  foundation  stone. 
The  In  1666  Bernini  was  commissioned  to  lay  out  the  Piazza  and 

Piazza.  pjj^j^  ^^  approach.  He  could  not  undo  entirely  the  harm  Maderno 
had  wrought,  but  in  his  encircling  colonnade  he  designed  the 
grandest  example  of  a  Doric  péristyle  since  the  Parthenon  was 
erected  at  Athens.  The  central  aisle  is  barrel-vaulted,  whilst  the 
sides  hâve  flat  stone  ceilings.  The  columns  on  the  inside  are  14  feet 
centre  to  centre,  those  on  the  outside  hâve  16  feet  6  inches  centres, 
but  the  différence  is  not  markedly  noticeable.  This  colonnade 
alone  is  a  réfutation  of  any  statement  tbat  after  the  middle  of  the 
sixteenth  century  Italian  architecture  was  necessanly  debased  and 
fantastic.  Nothing  could  well  hâve  been  simpler,  and  it  is  difficult 
to  conçoive  of  any  thing  grander.  What  restraint  the  arohitect  must 
hâve  exercised  !  And  yet  in  one  history  book  Bernini  is  included 
amongst  those  who  "  practised  this  debased  f orm  of  art  •  .  .  the 
Bococo  or  Baroco  .  .  .  which  was  followed  in  the  seventeenth 
century."  If  elsewhere  he  indulged  in  extravagancies,  they  are 
washed  out  by  this  one  work. 
FauitB  in         That  S.  Peter's  has  faults  nobody  dénies,  but  those  faults  are 
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neither  Bramante's  nor  Michael  Angelo's.  They  are  mostly  in 
the  three  bays  of  the  nave  and  in  the  entrance  front.  The 
exterior  shoidd  be  seen  and  judged  from  the  west.  Hère  one 
can  realize  what  the  effect  ail  round  would  hâve  been  if  Blichael 
Angelo's  adaptation  of  Bramante's  Greek  cross  plan  had  been 
retained  eastwards.  Michael  Angelo's  intention  was  evidently  to 
treat  the  extemal  walls  as  a  great  plinth  to  the  dôme,  llieir 
parts  are  ail  designed  with  this  object  in  view.  The  numerons 
straight-sided  pUasters,  close  together  and  mostly  in  pairs,  were 
purposely  given  but  slight  projection  so  that  they  should  not 
appear  too  conspicuous,  and  yet  should  tell  as  vertical  lines  and 
carry  the  eye  upwards.  The  projection  of  the  main  entablature 
is  also  slight — the  fascias  of  the  architrave  and  comice  sloping 
inwards  considerably — and  the  entablature  itself  and  the  attic 
above  muoh  broken.  An  entablature  with  considérable  projection 
and  strongly  marked  horizontality  would  hâve  tended  to  isolate 
the  dôme,  and  was  therefore  to  be  avoided  The  numerous 
Windows  and  niches  between  the  pilasters  give  scale,  and  many 
are  interesting  in  design,  and  recall  the  architect's  secular  build- 
ings in  Bome,  on  the  Capitol,  the  Palazzo  Famese,  etc.  Those 
who  believe  that  columns,  pilasters  and  entablatures  are  unsuitable 
and  immoral  décorations  for  a  wall  surface,  and  find  fault  with  the 
Colosseum  in  conséquence,  will  condemn  Michael  Angelo's  design. 
But  if  one  admits  the  legitimacy  of  the  treatment,  one  must  also 
admit  its  success.  In  fact,  there  is  no  reason  why  one  should  not 
do  the  latter,  whilst  declining  to  allow  the  former.  If  there  is 
anything  in  the  contention  that  the  outside  of  a  church,  or  any 
other  building,  ought  to  express  its  internai  divisions,  few  examples 
can  be  instanced  which  equal  S.  Peter  s  in  this  respect,  excluding, 
be  it  understood,  the  added  nave.  The  outside  order  agrées  with 
the  inside,  the  entablature  marks  the  start  of  the  vault,  and  the 
attic  its  height.  One  must  admit  that  the  side  walls  of  the  nave 
aisles  and  chapels  are  carried  up  higher  than  was  strictly  necessary, 
the  walls  flanking  the  chapels  marked  I  on  plan  (Fig.  117)  rising 
50  feet  or  so  above  their  roofs.  But  the  whole  design  extemally 
would  hâve  been  ruined  if  they  had  been  of  less  height  than  the 
walls  of  the  transepts.^  Little  can  be  said  in  faveur  of  the  entrance 
front.  Its  chief  fault  is  its  great  width.  Some  of  the  most  famous 
of  Gothic  façades  owe  their  réputation  largely  to  the  fact  that  they 
are  wider  than  the  church  behind;  Wells,  Bourges,  Bouen,  are 

^  See  remarks  on  S.  Paul's,  London,  p.  290,  aboat  inaBlrins  Bide  waUs. 
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instances.  But  in  ail  cases  portions  lise  higher  than  others  and 
form  towers.  In  St.  Peter's  not  only  is  the  front  much  wider  than 
the  church  with  its  chapels  beyond — the  width  of  which  is  already 
great — but  the  whole  is  of  the  same  height.  Towers  were  intended 
at  the  ends,  and  one  was  built  and  then  puUed  down.  The  con- 
trast  between  the  long,  straight  line  of  the  parapet  and  the  dôme 
set  back  far  behind  is  exceedingly  unsatisfactory,  except  &om  a 
distance,  when  the  projection  of  the  nave  is  lost.  When  nearing 
S.  Peter's  it  is  best  to  feast  one's  eyes  on  the  colonnade,  and  then 
shut  them  until  the  fine  entrance  vestibule  is  reached. 

It  is  unfortunate  that  the  worst  portions  of  the  church  itself  interior. 
are  those  one  sees  immediately  on  entering.  If  one  could  skip 
the  nave  with  its  tawdry  coloured  marbles,  and  *'  loUing  "  figures, 
which  appear  to  be  trying  to  fall  out  of  their  spandiils,  and  go 
straight  under  the  dôme,  or  even  under  one  of  the  barrel  vaults 
surrounding  the  dôme,  one  would  hear  less  criticism  and  more 
praise.  First  impressions  are  so  hard  to  eradicate.  The  great 
fault  in  S.  Peter's  is  its  sculpture;  not  its  architecture.  The 
sculpture  throughout  is  unarchitectural.  Figures  are  not  framed 
in  ;  they  seldom  fill  the  niches  or  spaces  in  or  against  which  they 
stand  or  are  placed.  Their  pointing  arms  and  projecting  legs  are 
disturbing  influences,  and  destroy  the  feeling  of  repose  which  the 
great  architects  of  the  Benaissance  always  strove  for.  The  most 
offensive  are  the  spandril  figures  above  the  side  arches  near  the 
entrance,  especially  the  figure  on  the  left-hand  side,  from  whose 
foot  a  globe  \&  suspended  If  thèse  figures  could  be  hacked  off, 
and  the  white  marble  carvings  sprigged  on  to  the  side  pilasters  of 
the  piers  gently  removed,  the  gain  would  be  enormous.  Neither 
Bramante  nor  Michael  Angelo  would  hâve  tolerated  either.  The 
sculptured  monuments  and  accessories  also  do  their  best  to  destroy 
scale  instead  of  imparting  it.  Their  authors  were  not  content  to 
let  their  work  be  judged  by  its  own  intrinsic  qualities.  They  were 
afraid  that  it  might  not  tell  if  they  did  not  magnify  ;  forgetting 
that  ail  they  were  asked  to  do  was  to  fumish  the  church,  and  that 
they  were  not  called  upon  to  compote  with  it  in  scale. 

That  S.  Peter's  is  huge  everybody  knows  ;  that  it  does  not  look  Peopie 
its  size  most  writers  maintain.    If  it  be  judged  empty,  the  latter  ^^®  **^®' 
contention  is  true  ;  but  an  architect  is  entitled  to  claim  that  that 
condition  is  not  a  fair  one.    A  church  is  for  a  congrégation  ;  and 
peopie  give  scale.    A  solitary  visiter,  if  such  were  possible  in  S. 
Peter's,  would  be,  and  doubtless  would  feel,  lost.     The  proper 
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time  to  judge  the  church  is  when  aervice  ia  proceeding.     Thea 
it  is  possible  to  get  some  &int  inkling  of  its  size.' 

The  following  are  the  internai  dimensions  of  the  ohorcb. 
Authoritiea,  however,  differ,  and  more  thsn  approzimate  conectness 
mu8t  Dot  be  assomed. 

Length  of  nave    .    .    .    316  feet 

Width  of  ootagon    .     .    139    „ 

Length  of  ehanoel    ,    .    168    „ 

Total  length  6 1 3  feet 

Width  acrosB  transepts 455    „ 

„      of  bay  of  nave  nearest  dôme  ....      79    „ 
„      of  otber  baya  of  nave 87    „ 

Centre  to  centre  of  baya  of  nave  (average)    .      79    „ 

Height  of  nave,  151  feet  to  1526. 


To  realize  the  meaning  of  thèse  dimensions  is  diffiomlt.  Ferhaps 
nothing  brings  home  more  forcibly  the  actnal  size  of  the  cburdi 
than  the  dimensions  of  the  great  piers  supporting  the  dôme.  Eacb- 
pier  measnres  over  60  feet  along  two  sides,  the  width  of  an  ordiiuay 
London  street  ;  and  in  areaequals  a  fair-aized  conntry  chnrch.  In 
Bramante's  ot^^inal  plan  (see  Fig.  113  A)  they  are  shown  leas,  but 

*  I  lealiiad  Ita  dM  one  Snndiij,  when  a  oongregation  of  1000  to  9000,  ktter 
urrioe  at  the  high  ftltai  nndet  the  dôme,  melted  into  the  apee  at  tha  west  end, 
leaviiig  the  reet  ot  the  church  apporsntly  empty. 
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before  he  had  proceeded  far  he  realized  the  neoessity  of  an  increase. 
Later  plans  show  them  as  built,  exoept  for  the  niches  on  the  out- 
side  faces  which,  according  to  von  OeymûUer,  were  fiUed  in  later 
by  Antonio  da  San  Gallo.^  With  such  dimensions  a  praotical 
neoessity,  it  is  difficult  to  see  how  the  pilasters  on  the  piers  could 
hâve  been  smaller.  In  fact,  under  the  dôme  they  actually  look 
too  small.  This  is  ohiefly  owing  to  the  huge  qnadrangular 
pendentives  above,  each  fiUed  by  a  great  circle,  which  crush 
everything  below.  Thèse  are  the  resuit  of  the  filling  in  of  the  in- 
side  angles  of  the  piers,  which  ohanged  the  plan  f rom  a  square  into 
an  irregular  octagon.  No  doubt  the  added  bulk  was  an  advantage 
and  the  carrying  of  the  drum  and  dôme  was  facilitated.  But 
œsthetically  it  was  an  error.  Nothing  excels  in  beauty  the 
curved  lines  of  triangular-shaped  pendentives  on  a  large  scale. 
Those  of  S.  Sophia,  Constantinople,  are  amongst  the  most  effective 
features  in  the  church.  But  the  pendentives  of  S.  Peter's  are 
ugly;  and  if  Bramante  was  responsible  for  their  shape,  which 
appears  certain,  tMs  was  his  one  mistake. 

^  See  his  "  Projets  primitifs,'*  etc.,  Plate  45. 


CHAPTER  VIII 


Windows. 


Materials 
of  dômes. 


Shapes  of 
domee. 


RENAISSANCE    DOMES,    THEIR    DESIGN   AND 

CONSTRUCTION 

The  simplest  form  of  dôme,  consisting  merely  of  pendentives 
and  sauoer-shaped  top,  is  used  generally  over  aisles  and  side 
chapels  in  Eencdssance  churches  in  place  of  the  intersecting  vault 
common  in  Mediœval.  In  more  important  positions,  the  crossing 
of  a  church  for  instance,  dômes  hemispherical  or  otherwise  are 
carried  on  pendentives,  as  in  earlier  work.  Most  are  raised  on  a 
tholos,  or  cylindrical  drum,  to  give  them  greater  height  and 
prominence.  In  large  Renaissance  churches  the  drum  is  almost 
as  important  a  feature  as  the  dôme  itself,  and  reçoives  spécial 
architectural  treatment.  When  the  space  below  is  octagonal  the 
dôme  is  usually  octagonal  also,  but  not  always  ;  and  occasionally 
an  octagonal  drum  and  dôme  are  placed  above  a  circular  space,  as 
in  S.  Maria  de'  Miracoli,  Home,  although  this  is  rare. 

Windows  are  generally  in  the  drum  ;  and  the  surface  of  the 
dôme  above  is  unbroken,  save  at  the  apex  where  an  open  eye  is 
covered  by  a  lantem,  as  in  II  Bedentore,  Venice.  In  a  few 
instances,  in  addition  to  the  Windows  in  the  drum,  there  are  small 
ones  in  the  dôme,  as  in  the  Jesuit  church,  Bome.  When  there  is 
no  drum  and  light  is  a  necessity,  Windows  perforée  are  in  the 
dôme,  as  in  the  Pazzi  Chapel,  Florence  (see  Fig.  3).  When  a 
modicum  of  light  is  ail  that  is  required,  the  lantem  at  the  crown 
supplies  sufficient. 

Simple  Renaissance  dômes  are  of  timber,  brick,  or  stone.  The 
two  first  are  covered  with  lead,  and  occasionally  stone  dômes  are 
also  so  covered.  In  Spain,  Sicily,  and  Southern  Italy  tiles  are 
sometimes  substituted.  Most  effective  are  the  many  small  dômes 
of  Palermo  Cathedral,  Sicily,  with  their  différent  coloured  glazed 
tiles. 

A  large  proportion  of  dômes  are  hemispherical.  The  majority 
of  thèse,  however,  are  stilted  a  little  both  extemally  and  intemally, 
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to  connteract  the  foteshorteiiing  wbich  îa  inévitable  when  a  dôme 
oî  thia  form  la  looked  at  from  below.  The  extrados  is  rarely 
exactly  concentric  with  the  intrados,  no  matter  what  the  material 
employed  may  be.    le  tbis  respect  tbe  Beuaissance  boilders  were 
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following  précèdent;  as  from  the  Panthéon,  Eome,  down-wards 
the  advantage  of  a  greater  thickness  at  the  baunches  than  at  the 
crown  WB8  recc^nized.  Many  domee,  and  amongst  them  some  of 
the  laigest  in  existence,  are  pointed.  Of  thèse  it  is  sufBcient  to 
mention  the  dômes  of  Florence  Catbedral,  S.  Peter's,  Bome,  S. 
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Paul's,  LoodoD,  Madoona  del  Calcinaio,  Cortona,  ateep  pitched  and 
octagonal  like  Florence,  S.  Biagio,  MontepulciaDO,  La  Supei^, 
near  Turin,  the  Panthéon,  Paris,  the  last  named  excessively  pointêd, 
and  many  othera. 

The  majority  of  smaller  dômes  oonsist  of  onlj  a  eingle  thick- 
ness  of  stone,  brick,  (n:  timber  iramiiig.  Manj  larger  onea,  how- 
ever,  are  of  two  or  more  thickneaaea,  and  the  dôme  visible  from 
outside  îs  not  the  dôme  aeen  from  inside.  Of  thîs  chaiacter  ia  tbe 
larger  of  the  two  dômes  of  S.  Maria  délia  Salute,  Venice,  wbere 


an  inner  shell  of  brick  is  hidden  extemally  by  timber  framing. 
The  oater  covering  vas  adopted  in  thia  and  other  inatancea  partly 
as  a  protection  and  partly  to  add  a  few  extra  feet  in  height  and 
give  the  dôme  additional  emphasia.  In  the  Salute  ohorcb  the 
timber  &aiuing  ia  independeut  of  the  inner  dôme.  In  one  of  the 
cburchea  at  Piacenza,  and  in  numeroua  other  ezamples,  it  is  oorried 
on  it.  In  La  Superga,  Turin,  there  are  two  dômes,  an  outer  and 
an  inner,  both  of  wbich  start  from  the  same  springing  Une — the  top 
of  the  attîc  above  tbe  drum — but  are  practicaUy  independent  of 
each  otber.  Both  are  pointed,  the  outer  more  acutely  than  the 
inner,  and  as  its  span  is  also  greater,  it  conaeqnently  riaea  much 
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higher.  In  the  Val  de  Grâce,  Paria,  tbe  lower  dôme  is  a  complète 
hémisphère,  and  above  it  is  au  upper  dôme  of  timber  the 
spriugîug  line  of  which  is  level  with  the  crowa  of  the  dôme  below. 
In  some  of  tbe  lai^est  dômes  the  construction  is  far  more 
complicated.  Five  of  tbe  most  important  examplea  are  selected 
hère  for  comparisou,  irreapective  of  couutry.  Thèse  are  the  dômes 
of  Florence  Cathedral,  S.  Feter's,  Eome,  Les  Invalides,  Fans,  S. 
Faul's,  liOndon,  and  tbe  Panthéon  (3.  Geneviève),  Paris,  When 
dômes  of  a  single  tbîcknesa  ate  raised  on  drums  tbere  is  aometimes 
a  fear  that  the  heigbt  necessary  for  extemal  effect  will  resuit  in 
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bad  proportions  internallj.     Tbe  conatructiona  of  tbe  last  three 
examples  mentioned  vere  adopted  to  ciicumveDt  this  difflculty. 

The  pointed  form  waa  choaen  for  tbe  dôme  of  Florence  Florence 
Cathedral,  partly  because  it  exercises  less  thrust  than  a  semi-  S?^^*"' 
circular,  and  is  better  adapted  for  canying  a  atone  lantem,  and 
partly  becaose  it  foreabortena  less  rapidly,  and  alao  actually  risea 
much  higber  than  a  hemispherical  dôme.  Bninelleschi's  ambition 
was  that  bis  dôme  should  dominate  tbe  city  from  ail  points. 
Hence  his  insistence  on  the  drum  ;  although  be  was  well  aware 
that  this  added  to  hls  difficolties,  and  aeparated  the  latéral  thrusts 
of  the  dôme  from  their  natural  abutmenta.  Tbe  drum,  like  tbe 
space  below  and  the  dôme  above,  ia  octagonal  in  plan.  It  is  about 
16  feet  thick  and  uearly  40  feet  high  ;  some  12  feet  or  ao  higher 
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than  the  15  bracoia  he  stîpiilated  for  when  he  laid  bis  scheme 
before  tbe  committee.  The  dôme  is  solid  for  tbe  first  10  feet. 
ThÏB  portion  is  built  of  carefully  seleoted  atones  dowelled  and 
clamped  tc^ther.  Above,  it  riees  in  two  sbells  praotioally  oon- 
centric.  For  aboat  half  the  beîgbt  tbese  are  also  of  stoue,  brick 
being  ueed  for  the  remainder.  The  inuer  shell  la  aboot  7  feet 
thiok,  the  outer  about  2  feet  7  îuchea  at  the  base,  tapering  to 
2  feet  at  the  crown.  The  spaoe  betveen  is  fix)m  4  to  5  feet  wida 
Thèse  shells,  however,  are  aot  the  main  oonstruction.  From  the 
e^ht  corners  rise  eight  great  ribs,  in  between  vhîch  are  two  inter- 
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médiate  riba  on  eaoh  aide.  Âll  thèse  ribs,  both  principal  and 
intermediate,  are  the  full  thickness  of  the  two  ehells  plus  the 
spaoe  between,  in  fact  the  angle  ribs  aie  deeper  stiU  as  tbey  pro- 
ject  and  show  extemally.  The  intermediate  ribs  are  each  about 
6  feet  wide  at  the  springing,  and  narrow  to  abont  2  feet  at  the 
top,  where  they,  together  wîth  the  ai^le  ribs,  bntt  against  the 
oct^nal  ring  of  heavy  masonrj  wbich  carnes  the  lantero.  Nine 
flat  segmentai  arches  are  thrown  acrosa  from  one  great  angle  rib 
to  another  on  each  aide.  Thèse  clip  and  bond  with  the  inter- 
mediate riba,  and  also  bond  wîth  the  onter  shell  ;  thas  stiffening 
and  tieing  ail  parts  together. 
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Qalleries.  Bunning  round  the  dôme,  piercing  the  ribs,  are  two  galleries, 
at>  approximatelj,  one-third  and  two-thirds  of  its  height.  Thèse 
are  constructed  of  large  atones,  which  help  to  tie  the  inner  and 
outer  shells.  Below  the  lower  gallery  is  a  bonding  course  of 
heavy  timbers  in  24  lengths,  with  timber  fish-plates  at  ail  junctions 
bound  by  iron  bands.  Thèse  timbers  are  embedded  in  the  masonry. 
Near  the  base  of  the  dôme,  immediatelj  above  where  the  ribs 
separate,  are  chains  of  iron,  also  embedded  ;  and  there  is  possibly 
another  chain  above  the  timber  band,  but  if  it  exists  it  is  entirelj 
concealed.  Thèse  chains  and  bands  were  necessary,  owing  to  the 
absence  of  abutment  occasioned  by  the  high  drum. 
Absenoe  Brunelleschi  stated  that  he  would  dispense  with  oenterlng — at 

of  least,  for  the  lower  half  of  the  dôme  ;  and  he  is  generally  credited 

oentering.  ^^^j^  having  accomplished  this  feat,  although  how  he  succeeded  is 
not  exactly  certain.  He  would  expérience  no  difiBiculty  in  building 
the  solid  10  feet  at  the  base  without  it,  and  possibly  little  up  to 
the  first  gallery,  or  even  to  a  point  between  the  two  gaUeries, 
which  is  about  halfway.  Above  that  he  did  not  commit  himself 
in  his  original  statement  It  is  sometimes  taken  for  granted  that 
he  dispensed  with  centering  altogether.  But  this  is  doubtful.  The 
probability  is  that  he  foUowed  to  some  extent  old  Boman  methods. 
The  Bomans  used  -very  light  centers  for  their  vaults  and  dômes  ; 
merely  sufficient  to  carry  skeleton  ribs,  which,  when  they  had  set, 
were  relied  upon  as  permanent  centers  (see  Vol.  I.  pp.  119-121). 
Possibly  Brunelleschi  acted  in  the  same  manner,  building  his  ribs, 
af ter  he  had  reached  a  certain  point,  in  single  rings,  and  as  each 
ring  set  proceeding  with  the  next  There  is  no  doubt  that  a  con- 
sidérable amount  of  timber  was  employed  during  the  building  of 
the  dôme,  as  ail  accounts  tell  of  strong  platforms  going  across 
from  side  to  side  at  difTerent  levels.  Thèse  must  hâve  been 
solidly  constructed,  as  they  supported  restaurants  for  the  work- 
men,  to  save  the  loss  of  time  which  descending  for  meals  and 
ascending  again  would  hâve  entailed.  From  thèse  platforms  a 
good  deal  of  strutting-up  could  be  donc  ;  and  from  them  probably 
started  light  centers  for  the  upper  portions  of  the  ribs.  This  sug- 
gestion does  not  conflict  witli  Brunelleschi's  statement,  as  such 
centering  would  be  very  différent  from  that  which  the  master- 
masons  of  the  time  said  was  necessary. 
StaiiB  ^^^  small  détails  that  make  for  convenience  are  as  carefully 

etc.    '       studied  in  the  dôme  as  the  bigger  problems  of  construction.  Access 
to  ail  parts  is  easy,  and  ail  parts  are  well  lighted.  Flights  of  steps 
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lead  Dp  to  the  second  galleiy,  whenœ  Bteps  formed  on  the  extrados 
of  the  inner  Shell  leod  direct  to  the  lantem.  Many  amall  circalar 
openings  in  the  onter  shell  light  the  passages  and  stoircases,  and 
aome  extra  light  also  coœes  from  openings  in  the  inner. 

WMlst  giving  Brunelleschi  full  crédit  for  his  originality  and  Proto- 
ingennity,  it  is  of  some  intereat  to  investigata  to  wbat  extent  he  ^TS"^- 
waa  indebted  to  earlier  dômes  for  the  germ  of  his  design.  The 
idea  may  bave  been  suggested  to  him  either  by  Bonian  vaults  and 
dômes,  witb  tbeir  skeleton  ribs  and  connecting-bond  courses,  or 
else  by  the  dôme  over  the  Baptistery  în  bis  native  city,  with  the 
construction  of  which  be  must  hâve  been  well  aoquainted.   In  the 


Bsths  of  Gallienus,  Borne,  a  decagonal  building  covered  by  a  hemi- 
spherical  dôme,  a  strong  rib  of  brickwcnrk  rises  irom  each  internai 
angle,  the  ten  ribs  meeting  and  nniting  witb  a  ling  at  tbe  top 
ronnd  a  central  eye.  There  are  also  twenty  intermedîate  ribs — 
which,  however,  stop  far  short  of  the  ring — and,  in  addition, 
horizontal  bonding  conraea.*  Other  dômes  in  Borne  are  aimilarly 
designed.  The  Baptistery  of  Florence  is  au  octogonal  building  of 
tbe  early  twelftb  centuiy,  abont  85  feet  in  diameter.  It  is  covered 

■  Cotuidscablf  more  of  thia  dôme  la  abown  im  PimiMi'i  dntring  of  it,  pnb- 
lishad  in  1766,  than  siista  noir  ;  uid  in  BrunelleBohl'B  time  It  wu  probablj  in  « 
BtiU  better  stste  of  preBerration. 
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bj  a  pointed  dôme  in  brick>  with  strong  angle  ribs  and  two  inter- 
mediate  ribs  on  each  aide.  Above  the  ribs  start  three  barrel 
vaults,  which  die  on  to  the  extrados  of  the  dôme,  conoealing 
it  extemally,  and  forming  a  flat-pitched  covering.  This  design 
could  not  bave  been  adopted  in  its  entirety  for  the  Cathedral, 
as  the  désire  of  everybody  was  that  the  Cathedral  dôme  should 
show  as  a  landmark.  It  evidently  did  not  satisfy  Brunelleschi 
entirely,  otherwise  he  wonld  not  bave  spent  so  many  years  in 
Bome  studying  the  solntion  of  the  great  problem.  Still,  between 
the  two  there  is  sufficient  resemblance  to  daim  that  Brunelleschi, 
whilst  utilizing  bis  acquired  knowledge  of  antique  examples,  was 
also  continuing  and  developiïig  methods  of  dôme  construction, 
which  for  centuries  had  been  vemacular  in  Italy.  The  dôme  of 
the  Baptistery  of  Florence  is  not  the  only  Mediœval  one  built  in 
this  fashion.  In  the  dôme  over  the  Baptistery  of  Cremona,  built 
some  fifty  years  later,  the  same  construction  was  foUowed. 
Dôme  of  The  dome  of  Florence  Cathedral  bas  been  treated  at  length, 

a^Peter*B,  because,  besides  being  the  first  of  the  great  dômes  of  the  Eenais- 
sance,  it  is  also  the  most  complex.  The  dome  of  S.  Peter's,  Bome, 
is  somewhat  similar  in  construction,  but  is  circular  in  plan,  and 
bas  no  cross  braces.  Its  diameter  is  about  the  same  as  that  of  the 
Florentine  dome,  being  139  feet  intemally.^  Above  the  main 
entablature  which  crowns  the  drum  is  an  upper  drum,  or  attic. 
This  attic  and  the  haunches  of  the  dome,  as  high  as  about  40  feet 
above  the  entablature,  are  solid.  From  that  point  start  two  shells, 
which  are  not  quite  concentric,  the  outer  shell,  which  is  much  the 
thinner,  being  the  steeper.  Sixteen  great  ribs  of  stonework,  the 
fuU  thickness  from  intrados  to  extrados,  bond  with  the  shells  and 
carry  the  stone  lantem.  The  curving  shells  between  the  ribs  are 
of  brick,  laid  herring-bone  fashion.  Michael  Angelo  intended 
originally  a  third  and  inner  shell,  a  true  hémisphère,  which  appears 
in  bis  model.  This  was  omitted  in  exécution.  It  is  doubtful  if  it 
would  bave  improved  the  internai  proportions;  but  would  pro- 
bably  hâve  been  a  gain  structurally,  as  it  would  bave  counter- 
acted  to  some  extent  the  latéral  thrusts  of  the  upper  shells,  and 
also  increased  somewhat  the  thickness  of  the  brickwork  immedi- 
ately  above  the  outer  and  inner  entablatures.  This  is  the  weakest 
portion  ;  and  it  is  hère  that  some  of  the  worst  cracks  were  dis- 
covered  in  1742,  when  the  commission  was  appointed  to  report  on 

^  The  diameter  of  S.  Peter's  dome  is  also  siated  to  be  187*6.    The  Florence 
dome  is  about  188. 
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the  stsbility  of  the  dôme.*  Tbe  thrusts  of  the  great  ribs  are,  ia 
appearaoce,  counteracted  b;  tbe  buttresses  whicb  project  from  tbe 
driun,  bat  thèse  are  too  low  âown  to  be  really  efficient.  Tbe 
consoles  wbicb  Mîcbael  Angelo  întended  to  place  above  tbem  (see 
p.  145)  wonld  bave  remedied  this  defect  a  little,  but  not  mucb, 
Furtber  résistance  to  thrusta  is  afforded  by  the  îron  ohains  wbich 
HoirouDd  tbe  dôme,  imbedded  in  the  lower  balf  of  the  inner  shell, 
one  being  near  the  apringing,  and  the  uppermost  about  halfwa;^ 
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between  it  and  tbe  eye.  Between  1743  and  1744  five  more  chains 
were  added  as  follows  ;  at  the  top  and  bottom  of  tbo  drum,  below 
the  lantem,  just  above  the  attic,  and  at  about  balf  the  height  of 
tbe  dôme.    In  1748  a  eixth  was  placed  between  the  two  last. 

Altbough  tbe  dômes  of  Florence  Cathedral  and  8.  Feter's,  Doma  of 
Borne,  bave  each  two  shella,  the  space  between  them  in  both  lo^^'" 
examples  is  inconsiderable,  and  the  shells  are  also  united  by  tbe 
ribs.     In  tbe  three  remaining  examples   bo  be  considered  each 

'  The  defecte  in  tbe  dôme  tue  parti;  due  to  great  haate  in  IniUdiag  (see  p.  U6). 

TOL.  m.  H 
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has  three  separate  and  distinct  shells  or  dômes,  one  above  the 
other.  S.  Paul's,  London,  is  the  most  ingénions.  The  dôme  covers 
an  irregnlar  octagon,  formed  by  eight  oblong  piers  of  brick  faced 
with  stone,  each  averaging  about  30  feet  long  by  about  10  feet' 
wide  (see  plan,  Fig.  238).^  Above  thèse  piers  and  the  barrel  vaults 
which  spring  from  them  rises  a  plain  cylindrical  drum,  as  in 
S.  Peter's,  which  carries  the  principal  drum  and  its  snrrounding 
péristyle.  The  sides  of  this  drum  are  not  vertica!,  bnt  incline 
inwards,  diminishing  the  diameter  intemally  from  110  feet  at  the 
level  of  the  "  whispering  "  gallery  to  102  feet  at  the  springing  of 
the  inner  dôme.  This  ''  batter  "  is  qnite  imperceptible  outside  from 
below,  and  is  barely  noticeable  inside.  The  inner  dôme  is  of 
brick,  18  inches  thick,  and  is  pointed  in  outline,  ezcept  that  its 
apex  is  eut  ofT  by  an  eye  20  feet  in  diameter.  In  its  haonches, 
which  are  thicker  and  of  stone,  are  embedded  iron  chains.  From 
the  haunches  rises  a  brick  cône,  also  18  inches  thick,  with  a  stone 
apex  and  five  bands  of  stone  at  approximately  equal  distances. 
In  each  band  is  embedded  another  chain.  This  cône  carries  the 
stone  lantern  which  crowns  the  outer  dôme.  Its  sides  are 
pierced  with  numerous  oval  openings  for  light,  and  at  the  top 
there  is  an  eye  smaller  than  the  eye  in  the  dôme  below.  From 
the  haunch  from  which  the  cône  springs  rises  a  vertical  walI,  or 
upper  drum — ^far  more  important  than  the  corresponding  attic 
in  S.  Peter's — which  is  pierced  with  wiùdows.  Connecting  it 
with  the  cône  and  inner  dôme  are  thirty-two  stone  buttresses — 
corresponding  with  the  same  number  of  columns  in  the  péristyle 
below — ^pierced  by  circles  and  by  openings  to  allow  of  free  circu- 
lation ail  round.  The  outer  dôme  is  of  wood  covered  with  lead. 
Its  timbers  start  from  thèse  buttresses,  the  upper  beams  being 
carried  on  corbels  built  into  the  cône.  The  considérable  space 
between  the  outer  dôme  and  the  cône,  occupied  by  thèse  framed 
trusses,  is  lighted  by  the  Windows  in  the  upper  drum,  and  also  by 
eight  openings  at  the  apex  of  the  dôme,  immediately  below  the 
gallery  round  the  lantern.  Thèse  openings  are  barely  perceptible 
from  below,  but  are  really  of  considérable  size.  Wren  doubtless 
devised  them  in  place  of  the  customary  "lucarnes,"  in  order  to 
retain  the  surface  of  his  dôme  unbroken.  A  certain  amount  of 
light  also  enters  this  space  through  the  eye  of  the  inner  dôme  and 
the  openings  in  the  cône. 

^  The  total  of  the  area  of  thèse  eight  pien  does  not  equal  the  area  covered  by 
one  pier  of  S.  Peter*s,  Borne. 
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The  péristyle  which  sorrounds  the  principal  dram  on  the 
outside  is  a  very  beautiful  feature.  It  is  also  a  great  structural 
asset.  Only  half  the  columns  are  detached,  and  thèse  only  partially 
so,  as  behind  them  are  pilasters  from  which  arches  are  carried 
across  to  corresponding  pilasters  on  the  wall  of  the  drum.  In 
every  fourth  interoolumniation  the  columns  are  engaged,  the  space 
between  them  being  filled  in  solid  with  a  niche  in  the  centre  of 
each.  Too  high  praise  cannot  be  given  to  this  arrangement.  The 
gain  in  apparent  strength  is  enormous,  and  in  actual  strength  not 
inconsiderable.  From  behind  the  solid  masses  arches  are  thrown 
across  to  the  top  of  the  drum,  providing  abutment  where  it  was 
most  necessai-y,  just  below  the  haunch  of  the  inner  dôme  from 
which  starts  the  cône.  Altogether,  the  disposition  of  thrust  and 
counterpoise  is  perhaps  the  most  scientific  that  any  building 
Classic  or  Mediaeval  can  boast.  It  is  a  triumph  to  Wren  the  mathe- 
matioian  as  great  as  the  beauty  which  resulted  from  it  is  a  triumph 
to  Wren  the  architect.*  (See  also  Fig.  239.) 
Dôme  of  The  dome  of  the  famous  church  which  forms  part  of  the  Hôtel 

vaUdee'  ^^  Invalides,  Paris,  is  also  triple.  From  an  ordinary  cyUndrical 
Paris.  drum  starts  a  truncated  dome,  about  82  feet  in  diameter,  which, 
however,  is  not  much  more  than  a  haunch,  as  the  upper  portion  is 
eut  away  to  form  a  vast  circular  opening,  or  eye.  Through  this 
is  seen  an  intermediate  dome,  elliptioal  in  outline,  which  is  covered 
with  paintings.  Thèse  are  exceedingly  well  lighted  by  Windows 
in  an  upper  drum  which,  quite  invisible  from  below,  throw  a 
flood  of  light  upwards.  The  efiect  is  striking.  The  third  dome, 
the  one  that  shows  from  outside,  and  its  lantem  are  of  timber 
framing  covered  with  lead. 

The  fine  appearance  of  the  church  outside  is  largely  due  to 
its  plan,  which  is  square,  and  to  the  two  lofty  drums  on  which  the 
dome  is  raised.  The  arms  are  comparatively  low  and  the 
pyramidal  grouping  is  excellent.  Not  a  little  of  the  réputation 
the  dome  ei^joys  is  due  to  the  lavish  gilding  of  the  leadwork. 
This  is  a  lesson  on  a  large  soale  of  how  important  it  is  that 
gold  should  be  massed,  if  it  is  used  at  ail. 
Dome  du  The  central  dome  of  the  Panthéon,  Paris,  is  the  smallest  of  the 

Parifl^^^'  five  dômes  mentioned,  being  only  68  feet  in  diameter.    This  is  the 

1  The  central  dome  over  S.  Isaao's,  S.  Petenbnrg,  is  an  exact  répétition  of  the 
triple  design  of  S.  Panl's,  carried  ont  in  iron,  mostly  oaet.  The  church  was  built 
by  the  French  architect,  De  Montferrand,  about  a  hundred  years  ago.  The 
dome  of  University  Collège,  London,  is  another  copy  on  a  smaUer  scale. 
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only  church  with  the  triple  division  in  which  ail  three  dômes  are 
of  stona  The  lowest  has  an  eye  about  31  feet  in  diameter,  and 
thiough  this,  as  in  Les  Invalides,  appears  a  painted  dôme.  This 
intermediate  dôme  is  elliptical,  but  its  sides  are  eut  away  to 
form  four  large  semicircular-headed  openings.  Tbxough  thèse  the 
light  ûrom  the  Windows  in  the  upper  drum  enters  the  ohurch 
below  the  painted  dôme.  The  lower  drum  is  sorrounded  by  a 
contînnous  péristyle  which  neither  imparts  nor  has  the  appear- 
ance  of  imparting  the  abutment  that  is  so  ably  obtained  by  the 
péristyle  of  S.  PauFs,  London.  The  upper  drum  carnes  the  dôme 
proper.  The  stone  lantern  is  prinoipally  carried  on  the  inter- 
mediate dôme,  which  in  this  respect  answers  to  the  cône  of 
S.  Paul's,  London,  but  it  receives  some  additional  support  from  and 
is  buttressed  by  the  top  dôme.  The  construction  of  the  church 
throughout  \&  most  daring,  almost  foolhardy  (see  p.  222),  and  the  top 
dôme  is  literally  only  a  shelL  At  its  springing  it  is  19  inches 
thick,  but  even  this  thickness  is  not  continued  throughout.  Four 
tiers  of  arched  recess  are  formed  one  above  the  other  on  the  inside, 
with  the  resuit  that  the  greater  part  of  the  dôme  is  less  than  a  foot 
thick.  The  dôme  and  lantern  may  be  safe,  but  they  rock  consider- 
ably  in  a  high  wind.^  The  dôme  appears  a  much  better  shape 
when  seen  from  a  distance  than  from  near,  when  it  foreshortens 
too  rapidly.  The  great  width  of  the  portico  also  kills  it  when  the 
two  are  seen  in  conjunction.  A  tetrastyle  portico  might  bave  been 
an  improvement.  The  four  arms  of  the  church  are  covered  by 
saucer  dômes  on  pendentives,  which  are  extremely  graceful  ex- 
amples of  their  kind.  They  do  not  show  externally,  as  they  are 
under  the  timber  roof.    (See  also  section,  Fig.  187). 

^  As  I  ezperienced  one  September  when  in  the  lantern. 


CHAPÏER  IX 

THE  EARLY  RENAISSANCE  IN  FRANCE 

introduo-   That  the  Renaissance  started  later  in  France  than  in  Italy  is  no 
tion.  matter  for  wonder.    The  French  had  centuries  before  perfected  a 

style  of  architecture  to  whioh  they  were  deeply  attached,  and  the 
masons  and  other  craftsmen  were  steeped  in  its  traditions.  For 
nearly  a  hundred  years  previous  to  the  middle  of  the  fifteenth 
century,  however,  work  had  been  almost  at  a  standstill.  Owing 
to  constant  wars,  internai  fends,  and  the  weakness  of  the  kings, 
the  greater  part  of  the  northem  half  of  the  country,  from  the 
Loire  to  the  Somme,  was  a  désert.  The  peasant  population  had 
been  exterminated,  or  had  fled  for  shelter  to  the  towns.  The  end 
of  "  the  Hundred  Years'  War  "  and  the  accession  of  Louis  XI.,  in 
1461,  marked  a  cheinge.  Gradually  brigandage  disappeared,  and 
the  country  settled  down.  The  land  was  tilled  once  more. 
Moreover,  the  kingdom  became  united  under  one  ruler  to  an 
extent  unknown  previously.  The  great  counts  and  dukes  of  the 
far  southem  and  northem  provinces  were  reduced  in  power  and 
brought  into  line.  The  old  feudalism  of  the  Middle  Ages  was 
subdued  and  crushed  ;  and  the  nobility  never  succeeded  again  in 
obtaining  a  tithe  of  their  former  strength.  XJnder  Louis  XL 
France  embraced  the  greater  part  of  what  is  now  included  under 
that  title,  Brittany  being  still  independeut,  and  forming  the  most 
important  exception.  With  peace,  coupled  with  a  great  revival  in 
commerce  and  agriculture,  came  prosperity  ;  and  with  prosperity 
a  great  increase  in  building  activity.  When  that  foUowed,  it  was 
natural  for  the  craftsmen  to  try  and  pick  up  the  threads  that  had 
been  dropped  in  the  interval.  As  in  the  land  of  the  ''  Sleeping 
Beauty,"  when  the  sleepers  awoke,  the  turnspit  recommenced 
tuming  the  spit,  the  women  their  weaving,  the  men  their  usual 
vocations  ;  so  in  France  in  the  middle  of  the  sixteenth  century 
work  continued  as  though  no  break  had  ever  occurred.  Doubtless 
the  craftsmen  had  heard  of  the  art  révolution  in  Florence  ;  but 
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they  had  had  enoiigh  of  révolution.  Their  minds  harked  back  to 
the  achievements  and  methods  of  their  forefathers,  and  an  Indian 
sununer  in  Gothic  art  doring  the  last  forty  years  of  the  oentury 
was  the  result. 

To  Eené  I.,  poet,  artist,  and  art-lover,  Duke  of  Anjou,  Count  influence 
of  Provence,  and  titular  King  of  Naples,  belongs  the  crédit  of  ?LS°*^ 
introducing  the  Renaissance  into  France,  although  his  dominions 
did  not  corne  under  the  French  Crown  until  after  his  death  in 
1480.  The  second  son  of  the  King  of  Naples,  he  knew  that  town 
well,  and  was  also  acquainted  with  other  cities  in  Italy.  Interest- 
ing  évidence  of  his  personal  knowledge  of  the  Senaissance  move- 
ment  in  that  country  is  afforded  by  the  magni&cent  coloured 
relief  by  Luca  délia  Bobbia,  emblazoned  with  the  arms  of  Anjou 
and  other  heraldic  devices  which  was  made  in  honour  of  his  visit 
to  Florence  in  1442.^  Bené  was  a  collecter  of  medals,  and  in 
1460  he  invited  Francesco  Laurana,  a  Florentine  sculpter  and 
medallist,  to  his  Court.  Francesco  lived  there  for  seven  years,  but 
does  not  appear  to  hâve  ccmried  out  any  architectural  work.  In 
1475,  however,  he  retumed  to  France,  after  an  absence  in  Sicily, 
and  between  then  and  1483  executed  the  small  chapel  of  S.  Lazare 
in  the  old  cathedral  of  Marseilles,  the  tomb  of  the  Comte  du 
Maine  in  Le  Mans  Cathedral,  and  a  sculptured  retable  for  one  of 
the  altars  in  the  church  of  S.  Didier  at  Avignon.  The  first-named 
may  be  regarded  as  the  earliest  example  of  Renaissance  architec- 
ture in  France.  It  consists  of  a  central  column  and  two  side 
pilasters,  the  panels  of  which  are  carved  with  Renaissance  détail, 
supporting  two  arches,  whilst  above  is  an  entablature,  crowned  by 
two  segmentai  pediments.  AU  the  détail  is  very  délicate,  and 
more  characteristically  Venetian  than  Florentine.  Laurana  was 
evidently,  like  Filarete,  a  travelling  sculpter,  and  one  not  averse 
to  working  out  of  his  own  country.* 

King  René's  early  welcome  to  the  Renaissance  is  interesting  ;  Under 
but  it  can  hardly  be  said  to  hâve  had  any  lasting  results.     It  was  ^J^*  ^^• 
but  an  épisode.   During  the  reigns  of  Louis  XI.  and  Charles  VIII.  Charles 
(1461-98),  Gothic  traditions  still  ruled.    The  additions  made  by  ^JJJ- 
the  latter  king  to  the  castle  at  Amboise,  soon  after  his  marriage  Gothic. 
with  Anne   de    Bretagne — ^by  which  alliance    Brittany  passed 

'  This  huge  plaque  is  in  the  Victoria  and  Alhert  Museuin,  and  is  as  valuable 
for  its  artistio  qualities  as  for  its  historio  associations. 

*  In  the  old  cathedral  of  Marseilles  is  also  a  characteristic  white  relief  by  Luca 
deUa  Bobbia,  who  died  in  1482. 
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definitely  to  the  French  Crown — show  no  trace  of  the  new  spirit. 
The  little  chapel  of  S.  Hubert,  within  the  castle  precincts,  is  a 
pure  and  beautiful  example  of  late  Gothic,  possessing  witbal  a 
richness  that  no  Benaissance  building  can  rival.  Even  in  the 
foUowing  reign,  that  of  Louis  XII.,  ail  churches  and  most  secular 
buildings  were  Gothic  throughout  ;  for  instance,  the  fountain  called 
after  the  king  at  Blois  ;  the  front  of  the  château  in  the  same  town, 
etc.,  although  in  the  latter  a  few  bits  of  Benaissance  omament 
hâve  crept  in  as  though  by  accident, 
^zpedi-  The  incident  that  hastened  the  spread  of  the  Benaissance  in 

itftly.  France— it  can  hardly  be  said  to  bave  caused  it,  because  its  intro- 
duction was  inévitable — ^was  the  expédition  of  Charles  VIIL  into 
Italy  in  1494,  to  enforce  his  claim  to  the  crown  of  Naples.  This 
curions  march,  almost  without  parallel  in  history,  was  by  per- 
mission, in  some  cases  by  invitation,  of  the  différent  Italian 
powers.  But  both  permission  and  invitation  were  bitterly  regretted 
when  it  was  discovered  that  the  king  regarded  the  greater  peurt  of 
the  country  as  his  by  right  of  conquest,  and  that  his  followers 
behaved  as  though  they  had  won  great  victories.  No  sooner  had 
Charles  entered  Naples  in  triumph  than  a  league  was  formed 
behind  his  back  by  the  States  he  and  his  army  had  bitterly 
offended,  and  in  the  foUowing  year  he  was  forced  to  eut  his  way 
back  through  Italy  to  France.  Although  the  expédition,  politi- 
cally,  was  a  failure,  from  the  point  of  view  of  the  development  of 
French  architecture  it  was  a  success.  Pisa,  Florence,  Borne,  and 
other  cities  had  been  entered,  and  their  buildings,  so  différent 
from  any  in  France,  must  hâve  been  a  révélation  to  the  whole 
army,  from  the  king  downwards.  At  Florence  especially,  at  that 
time  the  wealthiest  and  most  powerful  of  Italian  cities,  the  majesty 
of  its  palace  façades,  the  richness  of  the  internai  décorations,  and 
the  skill  lavished  on  ail  articles  of  every-day  use,  cannot  but  hâve 
opened  the  eyes  of  ail  to  the  force  and  beauty  of  the  new  move* 
ment.  On  the  other  hand,  the  power  of  the  French  king — such 
an  army  as  his  had  never  taken  the  field  before — ^and  the  évident 
wealth  of  the  French  nobility,  must  hâve  convinced  many  Italian 
craftsmen  that  there  was  another  market  for  their  wares,  another 
country  where  they  might  practise  their  art  with  possibly  greater 
profit  than  in  their  own.  That  several  found  their  way  into 
France  in  the  wake  of  the  army  seems  certain.  M.  Léon  Palustre  ^ 
States  that  the  gardens  and  pictures  appealed  more  to  the  French 

i  «  L*arohitectare  de  la  Benaissance." 
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tban  the  buildings,  and  that  tbe  king  only  brongbt  back  witb 
him  gardeners,  painters,  and  tbe  like.  He  qnotes  letters  from 
Cardinal  Briçonnet,  Bisbop  of  S.  Malo,  to  tbe  queen,  and  from 
Cbarles  bimself,  in  wbicb  Naples  is  described  as  '^ung  paradis 
terrestre."  Mention,  bowever,  is  made  by  Commines,  the  his- 
torian,  of  "plusieurs  ouvriers  excellens  en  plusieurs  ouvraiges, 
comme  tailleurs  et  peinctres"  brougbt  from  Naples,  and  it  is 
impossible  not  to  feel,  as  argued  later,  tbat  mucb  of  tbe  early 
Benaissance  carving  in  France  is  tbe  work  of  Italians. 

Cbarles's  excursion  into  Italy  was  only  tbe  first  of  several.  Lster 
His  successors,  Louis  XIL  and  Francis  I.,  on  more  tban  one  ^e^^. 
occasion  foUowed  suit.  Louis  marcbed  in  triumpb  tbrougb  tbe  tions. 
nortbern  towns  to  tbe  very  outskirts  of  Venîce,  and  Francis 
continued  tbe  figbting  until  tbe  treaty  of  1515,  wben  be  and 
Pope  Léo  X.  met  at  Bologna  witb  great  state  on  botb  sides. 
Tbese  facts  are  sufficient  to  sbow  tbat  in  tbe  last  few  years  of 
tbe  fifteentb  century,  and  in  tbe  first  two  décades  of  tbe  sixteentb, 
tbe  Frencb  bad  many  opportunities  of  studying  tbe  buildings  in 
ail  parts  of  Italy,  and  tbat  Italians  received  encouragement  to 
settle  in  France.  Tbe  greatest  Italian  artist  wbo  was  induced 
to  take  service  under  a  Frencb  king  was  Leonardo  da  YincL 
Between  1506  and  1513  be  was  mainly  in  Milan,  at  tbat  time  in 
possession  of  tbe  Frencb,  and  tbree  years  later  be  came  to  live  in 
France  itself.  But  bis  bealtb  was  failing,  and  bis  few  remaining 
years  be  spent  in  curions  scientific  spéculation,  and  troubled  little 
about  art     He  died  at  Amboise  in  1519.^ 

Tbe  real  start  of  tbe  Benaissance  was  made  on  tbe  banks  of  start  on 
tbe  Loire.  Towards  tbe  end  of  tbe  fifteentb  century,  and  during  *^®  ivoire, 
tbe  first  twenty  years  of  tbe  century  foUowing,  tbis  district  was 
tbe  favourite  of  tbe  Frencb  kings.  Tbe  Court  was  more  often  at 
Amboise,  Blois,  or  Locbes,  tban  at  Paris.  Cbarles  YIII.  was  bom 
and  died  in  tbe  cbâteau  of  Amboise  ;  Louis  XII.  was  bom  and 
bred  in  tbe  cbâteau  of  Blois.  Orléans  counted  itself  second  to  no 
town  in  France  ;  and  Tours  and  Locbes  were  botb  places  of  import- 
ance. Amongst  early  efforts  in  wbicb  tbe  Benaissance  is  introduced 
tentatively  may  be  mentioned  Louis  XII.'s  wing  of  tbe  cbâteau 
of  Blois,  already  mentioned,  tbe  Hôtel  d'Âlluye  in  tbe  same  town, 
tbe  tomb  of  tbe  cbildren  of  Cbarles  VIII.  in  Tours  Catbedral,  and 
tbe  original  Hôtel  de  Yille  at  Orléans.    Louis's  front  at  Blois  is 

I  Flying  machines  interested  liim  especially,  and  he  got  near  to  solving  the 
problem. 
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Grothic,  bat  in  the  panels  of  each  altemate  pier  of  the  arcade  on 
the  courtyard  side  is  Senaissance  carving,  and  the  capitals  bave 
the  acanthus  leaf  the  ancients  loved.  In  the  courtyard  of  the 
Hôtel  d'Alluye,  in  the  frieze  separating  the  upper  gallery  from 
the  lower  arcading,  are  terra-cotta  medallions  of  the  Csesars 
sorrounded  by  wreaths.  There  can  be  little  doubt  that  thèse  are 
Italian,  and  were  probably  executed  in  Italy  and  thence  shipped  to 
France.  The  tomb  of  the  cUldren  of  Charles  VIII.,  according 
to  M.  Palustre,  was  executed  about  1506,  under  the  direction  of 
the  French  sculpter,  Michel  Colombe,  by  his  nephew  and  an 
Italian,  Girolamo  di  Fiesole.  The  same  remark  applies  to  the 
contemporary  tomb  of  Francis,  Duke  of  Brittany,  in  Nantes 
Cathedral.  The  design  of  the  Hôtel  de  Ville  at  Orléans  is  stated 
to  be  by  the  architect  Charles  Viart,  The  whole  is  Gothic,  with 
the  exception  of  some  capitals,  and  the  curions  arched  corbel 
comice  which  is  one  of  the  characteristics  of  much  of  the  early 
work  of  the  district  If  the  façade  of  the  charming  little  Hôtel 
de  Ville  at  Beaugency  is  also  rightly  ascribed  to  Viart,  that 
architect  must  hâve  made  great  progress  in  his  study  of  the 
Benaissance  during  the  twenty  years  or  so  that  separate  the  two 
buildings.  In  the  Beaugency  building  there  is  hardly  a  trace  of 
Gothic  feeling  left.^ 
Italian  To  what  extent  Italian  workmen  were  employed  on  the  above 

oarvera.  ^j^^  qj^  somewhat  later  work  is  uncertain.  In  the  case  of  the  two 
tombs  mentioned,  Frenchmen  may  hâve  carved  the  figures,  and 
Italians — at  Nantes  a  compatriot  of  Girolamo's  was  also  engaged — 
the  architectural  accessories.  The  French  carvers  of  the  period, 
like  their  brethren  of  England  and  Germany,  were  very  expert  ; 
as  is  shown  in  the  little  chapel  of  S.  Hubert,  Âmboise,  in  the 
doorways  and  porches  of  many  late  churches  and  cathedreds, 
Beauvais,  Abbeville,  S.  Maclou,  Bouen,  etc.,  and  in  the  fittings  in 
thèse  and  other  churches.  But  however  expert  technically  a 
craftsman  may  be,  he  can  no  more  carve  omament  successfuUy 
in  a  style  he  has  not  had  opportunities  of  studying,  than  an 
author  can  write  in  a  language  with  which  he  has  but  a  nodding 
acquaintance.  The  suggestion  that  Italians  were  the  carvers  of 
Benaissance  omament  executed  in  France  prier  to  about  1510 
does  not  detract  from  the  crédit  due  to  Michel  Colombe  and  other 
French  sculptors  of  the  period.  Figures,  for  which  no  knowledge 
of  the  style  was  necessary,  are  far  more  important  than  their 

*  The  parapet  and  turrets  are  modem. 
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surroundings,  which  could  be  executed  by  any  fairly  compétent 
carver  who  knew  the  trick.  But  can  the  Frenchmen  bave  known 
it  80  early  î  How  could  they  bave  learnt  it  ?  Not  merely  from 
descriptions;  and  tbere  is  no  évidence  tbat  Firencb  sculptors  at 
tbis  period  studied  in  Italy.  Tbere  are  few  old  CUssic  monuments 
near  tbe  Loire  ;  tbe  remains  of  Eoman  art  in  France  are  mostly 
furtber  soutb.  Books  could  not  bave  belped  tbem.  Alberti's 
book  and  tbe  printed  Yitruvius  bad  only  been  publisbed  about 
twenty  years,  and  even  if  ayailable,  tbe  illustrations  were  not  sucb 
as  would  bave  enabled  men,  otberwise  unleamed  in  tbe  style,  to 
produce  tbat  deUcacy  of  line  wbicb  is  one  of  tbe  cbaracteristics  of 
tbe  Loire  work.  As  soon,  bowever,  as  tbey  bad  a  few  models  to 
guide  tbem  tbeir  progress  would  be  rapid  ;  and  tbeir  rare  tecbnical 
skill  would  enable  tbem  to  vary  tbe  design,  and  suggest  tbe  fresb 
combinations  wbicb  frequently  occur  in  Frencb  work.  If  it  be 
true,  as  stated  by  M.  Palustre,  tbat  tbe  Fontaine  de  Beaune  at 
Tours  was  designed  and  executed  by  Martin  and  Bastion  François, 
nepbews  of  Micbel  Colombe,  in  1510-11,  it  is  évidence  bow  quickly 
Frencb  sculptors  bad  absorbed  from  Girolamo  di  Fiesole  and  otber 
Italians  tbe  essence  of  tbe  style.  But  at  tbe  same  time  one 
besitates  to  believe  tbat  so  purely  an  Italian  design  can  at  so  early 
a  date  bave  corne  from  any  but  a  native  of  Italy. 

Witb  tbe  accession  of  Francis  I.  tbe  Benaissance  advanced  by  Francis  I., 
leaps  and  bounds.  Tbe  movement  was  oonfined  at  first  mainly  to  1516-47. 
secular  buildings,  and,  to  some  extent,  to  tombs  and  otber  cburcb 
accessories.  Tbe  clergy,  as  a  body,  remained  conservative,  and, 
as  will  be  sbown  later,  continued  tbe  old  traditions.  Francis  was 
a  great  builder.  Probably  no  otber  king  ever  bad  so  many  palaces 
in  course  of  érection  at  one  time  On  or  near  tbe  Loire  be  built 
tbe  famous  nortb  wing  of  tbe  cbàteau  of  Blois,  and  tbe  greater 
part  of  tbe  buge  cbâteau  of  Gbambord,  besides  additions  to 
otber  royal  seats  in  tbe  neigbbourbood.  Fartber  nortb  be  re- 
modelled  Fontainebleau  and  S.  Grermain-en-Laye,  and  commenced 
tbe  foUowing  cbâteaux:  Villers-Cotterets,  Madrid,  la  Muette, 
Cballuau,  Folembray,  and  tbe  Louvre.  Tbese  are  mostly  ratber 
later  tban  Blois  and  Cbambord.  Not  only  was  Francis  keen  on 
building  bimself,  but  be  inspired  keenness  in,  or  more  likely 
demanded  it  from,  bis  courtiers.  Tbey,  foUowing  bis  example, 
mostly  cbose  tbe  Loire  valley  for  tbeir  country  bouses,  and  as  a 
rule  made  excellent  cboice  of  sites.  Tbey  also  built  bôtels  in  tbe 
towns  lining  tbe  river,  to  bouse  tbem  wben  tbe  Court  was  in 
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résidence.  Thus,  Baron  d'AUuye,  one  of  Francis  I.'s  ministers, 
besides  building  the  hôtel  at  Blois,  already  mentioned,  built  in 
the  neigbbourhood  the  château  de  Bury,  now  in  ruins.  The 
municipalities  were  not  backward  in  foUowing  the  example  set, 
and  the  Hôtel  de  Villes  of  Beaugency,  Loches,  etc.,  belong  to  this 
period.  The  architectural  fascination  of  the  Loire  lies  not,  there- 
fore,  merely  in  the  royal  castles,  but  also  in  the  numerous  châteaux 
dotting  the  country-side,  and  in  the  houses  in  the  towns,  although 
many  of  the  last,  especially  at  Orléans,  bave  during  the  last  thirty 
years  disappeared. 

Chambord  and  the  north  wing  of  Blois  are  the  finest  of  the  ohftteauz 
royal  palaces  in  the  Loire  district,  and  Chenonoeaux  and  Azay-le-  of  the 
rideau  the  most  delightful  of  the  smaller  houses.  Chambord  was 
commenced  1519,  and  with  the  exception  of  a  small  block  by 
Henri  IL,  and  the  low  buildings  containing  suites  of  rooms  on 
three  sides  of  the  court,  altered  or  added  by  Louis  XIV.,  the  whole 
is  François  premier  in  character.  The  main  portion  consists  of  a 
square  block,  with  huge  circular  towers  at  the  four  angles,  which 
contains  on  each  floor  a  Greek  cross*  shaped  Salle  des  Gardes,  or 
reception-chamber,  besides  rooms  in  the  corners  and  in  the  towers. 
In  the  centre  rises  the  famous  spiral  staircase,  serving  ail  floors, 
with  double  âights  winding  round  a  circular  welL  The  flights  are 
so  arranged  that  people  can  pass  from  one  floor  to  another  at  the 
same  time  without  either  meeting  or  even  seeing  one  another, 
except  for  chance  peeps  they  may  obtain  through  the  openings  in 
the  wall  surrounding  the  well.  The  well  is  domed  above  the  level 
of  the  balcony  flat,  and  over  it  is  a  newel  staircase  which  leads  to 
the  lantem.  The  novelty  of  its  arrangements  caused  the  famé  of 
this  staircase  to  spread  outside  France.  Palladio,  in  bis  "  Quattro 
Libri,"  says  :  "  This  invention  being  new  and  beautiful,  I  bave 
placed  hère  the  design  of  it."  He  gives  a  plan  and  section,  but 
evidently  only  from  hearsay,  as  the  design  is  wonderfuUy  différent 
from  the  original.  Only  the  idea  remains  translated  into  stately 
Italian  classic. 

Probably  no  building  in  the  world  présents  so  varied  and 
broken  a  sky-line  as  the  central  block  of  Chambord.  Bunning  ail 
round,  above  the  second  storey,  is  the  peculiar  comice  described 
later,  and  a  balustrade.  Behind  the  latter  is  a  flat,  from  which 
start  the  upper  walls  of  the  towers  and  other  portions,  ail  of  which 
are  set  back  several  feet  from  the  face  of  the  wall  below.  The 
towers  are  crowned  by  conical  roofs,  each  with  a  lantem  at  the 
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summit,  and  veiy  steep-pitched  roofs  cover  the  other  buildings. 
Bifling  out  of  or  breaking  into  ail  the  roofs,  are  numerous  lofby 
dormers  and  chimneys,  elaborate  in  design,  and  enriched  by 
carving  and  other  omamentation.  In  the  centre  of  the  flat  is  the 
cupola  over  the  main  staircase,  with  its  flying  buttresses  and 
lantem  carried  high  above  everything  else.  The  display  is 
bewildering,  and  is  évidence  of  the  originality  and  abandon  of 
the  men  who  designed  and  carried  out  this  important  building. 

At  Blois»  the  chief  feature  is  also  the  staircase,  this  time 
external.    Extemal  staircases  were  by  no  means  uncommon  in 
Gothic  days,  and  there  are  also  severad  later  examples,  but  none 
so  rich  and  effective  as  the  staircase  at  Blois.    Facing  due  south, 
on  to  the  courtyard,  the  play  of  light  and  shade  is  wonderf ul  ; 
and  this,  coupled  with  the  beauty  and  richness  of  its  détail, 
rendors  it  one  of  the  marvels  of  tihe  early  Frenoh  Benaissanoe. 
Both  this  staircase  and  the  one  at  Chambord  hâve  newels,  and  ail 
the  steps  are  winders.    That  is  characteristic  of  most  of  the 
staircases  of  the  period.    Not  for  a  hundred  years  or  more  did 
the  Frenoh  adopt  generally  the  straight  flights  of  the  Italians. 
The  winding  newel  staircase  was  a  Gothic  tradition  ;  and  although 
occasionally,  as  in  the  château  of  Azay-le-rideau,  an  exception  is 
made,  that  only  proves  the  rule.     The  other  portions  of  the  front 
on  either  side  of  the  staircase  présent  the  usual  characteristics 
described  later.     To  the  extrême  right,  the  pilasters,  window- 
mullions,  etc.,  plaîn  elsewhere,  are  richly  carved;  and  Fig.  144 
shows  how  in  places  the  carving  stops  abruptly,  as  though  the 
king  had  lost  his  interest  in  the  work,  or  the  carvers  had  gone  off 
elsewhere.     The  north  front  of  this  wing,  with  its  numerous 
arched  balconies  and  loggia  at  top — the  latter  a  feature  borrowed 
from  Florentine  palaces— owes  its  réputation  more  to  the  way  in 
which  its  storeys  are  raised  high  above  the  valley  on  an  imposing 
substructure  of  stone,  in  places  natural  rock,  than  to  any  intrinsic 
ment  it  possesses  as  a  design. 
Chenon-  The  main  portion  of  the  château  of  Ghenonceaux  was  corn- 

menced  in  1515  by  Thomas  Bohier,  actually  on  the  river  (which 
flows  under  and  round  it)  near  the  north  bank.  The  property 
falling  in  later  to  the  Grown,  Henri  II.  gave  it  to  Diane  de 
Poitiers,  who  built  a  bridge  across  to  the  opposite  or  south  side. 
On  the  death  of  the  king,  Gatherine  de'  Medici,  his  widow, 
obliged  Diane  to  exchange  it  for  Ghaumont,  and  in  1560  buUt  two 
long  galleries,  one  above  the  other,  on  top  of  the  above-mentioned 
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bridge,  her  architect  being  Philibert  de  TOrme.^  The  original 
building  was  square,  with  turrets  at  the  four  corners  and  a  chapel 
projeoting  at  the  north-east.  The  extra  room  and  bay  at  the 
south-east  were  probably  added  by  Diane.  The  marked  (ÛfFerenoe 
in  architectural  feeling  between  the  galleriea  and  main  block  is 
évidence  of  how  rapidly  design  changed  in  France  after  the  middle 
of  the  sixteenth  century  ;  although  in  this  instance  much  is  due 
to  de  rOrme*s  superiority  over  his  contemporaries.  Interesting 
évidence  that  this  advance  was  widespread  is,  however,  afforded 
by  two  buildings  which  stand  side  by  side  at  Loches.  One  is  of 
the  délicate  François  premier  pattern  ;  the  other,  La  Chancellerie, 
which  is  dated  1551,  is  far  more  robust.  There  is  apparently  no 
évidence  that  it  was  designed  by  any  architect  of  repute.  Its 
môst  curions  features  are  the  pilasters  in  pairs  recessed  behind 
the  projecting  frames  of  the  Windows.  In  a  vague  way  thèse 
remind  one  of  Michael  Angelo's  treatment  of  the  side  wàlls  of  the 
vestibule  of  the  Laurentian  Library,  Florence  (see  Figs.  59,  60). 

The  château  of  Azay-le-rideau  was  begun  in  1516  by  Gilles  Azay-le- 
Berthelot,  whose  initial  and  that  of  his  wife  Philippe  are  entwined  ™®*'*' 
in  the  carving.  As  at  Ghenonceauz,  the  site  chosen  was  along- 
side  a  river,  the  Indre,  whose  course  bas  been  diverted  so  as  to 
surround  the  house  entirely  by  flowing  water.  By  the  buildings 
of  a  country  one  can  tell  the  characteristics  of  the  people.  Pro- 
bably no  single  building  in  Franco  could  be  instanced  which 
illustrâtes  so  well  the  taste,  habits,  hopes,  and  fears  of  a  courtier 
of  Francis  I.'s  time  as  this  gracions  château.  The  rooms,  large 
enough  for  stateliness  and  yet  not  too  grand  for  oomfort  ;  the  well- 
proportioned  Windows,  not  too  numerous,  and  yet  sufficient  in  size 
and  number  to  admit  plenty  of  air  and  sunshine  ;  the  terrace  sur- 
rounding  the  house  and  separating  it  from  the  river-*moat,  and  the 
staircase  leading  to  it;  ail  show  that  the  troubled  times  were 
passing,  that  men  were  able  to  indulge  in  peaceful  country  pur- 
suits,  and  could  afiford  some  time  for  ease  and  quiet.  Chambord  is 
a  royal  palace  ;  Chenonceaux,  apart  from  its  river  galleries,  is  small  ; 
Azay-le-rideau  may  be  taken  as  the  typical  French  country  home 
of  the  early  sixteenth  century,  which  can  be  compared  and  con- 
trasted  with  contemporary  Italian  villas,  German  schlôsser,  and 
with  Elizabethan  country  houses  of  fif ty  or  sixty  years  later.  It 
differs  from  ail.     In  stateliness  it  may  not  equal  the  Villa;  in 

1  The  Bkeioh  (Fig.  189)  was  taken  from  where  the  fonnal  garden  is  now.    In 
1879  this  was  ail  ploughed  field. 
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homely  comfort  it  may  fall  short  of  the  English  Hall.  Notwith- 
standing  its  moat  and  machicolations,  any  one  in  danger  wonld 
prefer  the  Schlôss.  But  for  pictnresqueness  allied  to  a  certain 
Bymmetry,  for  charm  of  position,  although  the  country  is  fiât,  for 
beautj  of  détail  and  proportion  and  gênerai  sensé  of  refinement,  it 
wonld  be  difficult  to  find  its  superior  in  any  country. 

The  plans  of  early  Benaissance  châteaux  and  houses  along  the 
Loire  are  largely  based  on  Mediœyal  plans.    Although  feudalism 
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was  dead,  and  the  nobles  could  not  defy  authority  as  they  had 
hitherto  done,  and  consequently  no  longer  regarded  strength  as  the 
first  essential,  the  times  were  still  occasionally  boisterous,  draw- 
bridges  still  an  advantage  and  means  for  defence  désirable.  Thèse 
causes  affected  planning  to  some  extent.  The  builders  also  would 
not  altogether  abandon  ancient  models.  In  mediœval  castles  a  not 
infrequent  form  was  a  triangle  with  a  circular  tower  at  each  of  the 
three  points.  One  might  be  the  keep,  or  that  might  be  additional 
and  separate.  The  entrance  might  be  at  one  angle,  or  in  the  centre 
of  one  side  ;  in  either  position  it  was  flanked  by  a  pair  of  towers. 
The  towers  were  connected  by  buildings,  or  merely  by  walls, 
enclosing  a  court.    Somewhat  of  this  character  is  the  plan  of  the 
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château  of  Chaumont,  built  befoie  the  BenaiBBanoe  began  in  France, 
although  évidence  of  it  appears  in  some  of  its  décoration  and 
omament.  The  pkns  of  later  châteaux  are  generally  square.  Of 
thifi  form  was  the  château  of  Bury,  near  Blois.  A  square  court- 
yard  waa  surronnded  by  buildings,  with  &  oircular  tower  at  each 
outer  corner,  and  a  pair  of  aimilar  bowera  âanked  the  entrance, 
which  was  in  the  centre  of  one  of  the  aides.  Beyond  was  a  formai 
gardon,  also  with  towers  at  the  angles.  At  Chambord,  the  keep, 
or  main  block,  already  described,  forma  the  centre  of  the  north 


front  ;  and  the  remainiag  portions  of  the  front,  althongh  lofty,  are 
little  more  tban  galleries  Connecting  the  keep  with  the  towera  at 
the  ends.  Azay-le-rideau  and  Gbenonceaux  hâve  no  endoeed 
courtjard.  The  former  is  an  p-shaped  building,  the  latter 
approximately  aquare.  Tradition  obliged  cLrcular  towers  at  the 
corners,  but  at  Ghenonceaux,  and  in  the  western  portion  of  Azay- 
le-rideau,  thèse  are  small,  little  more  tban  turrete,  and  no  longer 
atart  from  the  gronnd,  but  from  corbels  a  few  feet  above  it. 
The  cb&teau  of  Yalençay,  several  miles  south  of  Blois,  boasts  two 
enormouB  drcular  towers  crowned  by  domea.  In  the  château  de 
Madrid  and  other  royal  châteaux  built  mainly  in  the  seoond  half 
of  the  sixteentb  century,  the  angle  towers  are  square  in  plan  ;  and 


i8o     A    HISTORY  OF  ARCHITECTURAL  DEVELOPMENT 


Charac- 
teristios 
of  work 
on  the 
Loire. 


Comices. 


General 

ordi- 

nanoe. 


the  same  form  occurs  in  the  contemporary  château  d'Angerville- 
Bailleul  in  Nonnandy,  and  elsewhere.  Thns  was  originated  the 
''Pavillon/'  which  plays  so  important  a  part  in  the  domestic 
architecture  of  the  seventeenth  œntury. 

The  originality  displayed  in  the  buildings  already  referred  to 
in  this  chapter,  and  in  others  contemporary  with  them,  is  very 
great.  In  no  sensé  are  they  merely  a  reflex  of  Italian  art.  The 
old  traditions  of  the  country  are  still  strongly  apparent  ;  although 
translated,  as  it  were,  into  another  language.  Not  until  later  in 
the  century  did  thèse  disappear,  and  then  only  gradually.  Evidence 
of  this  tradition  is  afforded  by  the  high-pitched  roofs— often  gabled 
in  towns,  in  the  country  always  hipped — in  the  tall  chimneys, 
lofty  dormers,  similar,  except  in  détail,  to  the  equaUy  striking 
Gotîiic  ones  at  Blois,  Amboise,  Josselin  in  Brittany,  and  else- 
where; in  the  machicolations  that  crown  sometimes  only  the 
tower,  at  other  times  extend  along  each  face  ;  and  in  the  broken 
skyline  and  gênerai  picturesqueness  of  mass.  The  canopies  over 
niches  flanking  doorways  and  Windows,  as  in  the  château  of 
Azay-le-rideau,  and  in  numerous  churches,  are  Gothic  in  essence 
and  form,  but  Benaissance  in  détail.  Many  similar  canopies, 
finials,  etc.,  exist  in  Como  Cathedral,  the  doisters  of  the  Certosa, 
near  Pavia,  etc.  It  does  not  follow  that  one  nation  copied  the 
other;  the  transition  was  so  natural  that  each  may  hâve  acted 
independently. 

Under  a  high-pitched  roof  the  great  crowning  comice  of 
Florentine  and  Boman  palaces  would  be  out  of  place,  and  frequently, 
as  at  Azay-le-rideau,  there  is  only  a  small  moulded  eaves  course. 
The  central  block  of  Chambord,  Francis  I.'s  wing  at  Blois,  and  the 
town  halls  of  Orléans  and  Beaugency  (see  Figs.  133, 134,  and  144), 
hâve,  however,  cornices  of  somewhat  unusual  design.  In  their 
proportions  thèse  recall  the  cornices  of  Florence;  in  their  détail  they 
resemble  similar  unorthodox  ones  of  the  early  Renaissance  in 
Northern  Italy.  It  is  possible,  however,  that  they  were  derived 
f rom  the  corbelled  over-sailing  courses  of  earlier  French  buildings, 
such  as  those  on  the  château  of  Amboise.  Their  most  curions 
member  consists  of  a  séries  of  small  arches  enclosing  shells. 

Much  the  same  gênerai  ordinance  is  found  in  ail  the  façades  of 
the  first  half  of  the  sixteenth  century  in  the  Loire  district.  A 
horizontal  cornice,  or  string-course,  runs  under  each  range  of 
Windows,  forming  their  sill,  and  another  string-course,  or  archi- 
trave, runs  above  the  heads  of  the  Windows  below.    The  space 
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between  is  treated  as  a  deep  frieze,  and  in  not  a  few  ezamples  is 
carved.  Under  the  entablatures  so  formed  are  pilasters;  some- 
times  standing  singly,  central  between  Windows,  but  more 
frequently  plaeed  close  against  the  window  jambs,  so  that  each 
window  is  framed  by  a  pair  of  pilasters,  which  form  part  and 
parcel  of  its  design.  The  pilasters  in  some  instances  are  plain, 
as  at  Azay-le-rideau  ;  in  others  they  are  panelled,  as  in  the  so- 
called  bouse  of  Agnes  Sorel  at  Orléans,  which  is  the  more 
characteristic  treatment.^  Short  lengths  of  pilasters  connect  the 
pilasters  of  the  différent  storeys,  breaking  the  frieze  portion  into 
a  séries  of  long  panels,  and  helping  to  form  vertical  Unes.  The 
proportions  of  the  Windows  themselves,  with  their  muUions  and 
transoms,  remained  for  long  the  same  as  in  the  time  of  Louis  XI. 
In  many  the  détail  also  shows  no  change  ;  in  others,  the  mullions 
and  transoms  are  square  and  unmoulded,  but  with  the  centre 
irequently  sunk  to  form  panels,  as  in  Francis  I/s  wing  at  Blois 
(Fig.  144).  In  the  town  hall  of  Beaugency  and  in  some  cases  at 
Blois,  the  panels  are  filled  with  délicate  carving. 

In  the  latter  half  of  the  fifteenth  century,  the  weak  and  Arches, 
imconstructional  three-centred  form  of  arch  had  become  gênerai 
in  France,  corresponding  to  the  equally  weak,  contemporary  four- 
centred  arch  in  England.  The  former  is  used  in  the  arcading 
facing  the  oourtyard  in  Louis  XIL's  wing  at  Blois,  in  both  storeys 
of  the  courtyard  front  of  the  Hôtel  d'Alluye,  Blois,  in  the  Agnes 
Sorel  house  at  Orléans,  and  elsewhere,  During  Francis  L's  reign, 
it  was  supplanted  by  the  more  classical  and  stronger  semicircular 
form.  Few  Windows,  however,  hâve  arched  heads  ;  they  are 
generally  linteUed.  The  semicircular  heads  of  the  Windows  and 
gallery  openings  in  the  upper  storey  of  the  château  de  Chambord, 
which  eut  in  such  an  objectionable  way  through  the  architrave 
and  into  the  frieze  of  the  entablature  above,  are  manifestly 
unfortunate  altérations.  They  form  one  of  the  greatest  defects 
of  the  building,  but  the  original  architeot  is  not  to  blâme.  The 
Windows  at  first  were  evidently  like  those  below,  and  the  openings 
alongside  them  apparently  had  curved  sides  and  lintelled  heads  ; 
not  a  very  satisfactory  treatment,  but  better  than  the  présent 
design. 

> 

'  Agnes  Sorel  died  in  1450,  seyenty  years  or  so  before  the  existing  house  was 
boilt.  Its  front  bas  reoently  been  taken  down  and  rebuilt  about  ten  feet  further 
back,  in  order  to  widen  the  road.  The  altération  bas  been  eztremely  well  done, 
and  the  oourtyard,  the  most  interesting  portion,  remains  as  before. 
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Badges.  One  of  the  most  delightfdl  features  in  the  Loire  work,  found 

also  to  a  limited  extent  on  buildings  outside  the  district,  is  the 
séries  of  royal  badges  and  initiais,  surmounted  by  crowns,  which 
are  carved  on  the  walls.  For  this  French  architects  deserve  the 
sole  crédit.  No  parallel  is  to  be  found  in  Italy  ;  and,  moreover, 
thèse  badges  occur  in  Gothic  buildings  in  which  there  is  little  or 
no  trace  of  the  Renaissance.  The  porcupine  of  Louis  XII.,  the 
ermine  of  his  wife  Anne  of  Brittany,  and  the  salamander  of 
Francis  I.,  are  the  badges  met  with  most  frequently;  and  less 
often  the  swan  pieroed  by  an  arrow,  the  badge  of  Francis'  wife 
Claude,  and  the  double  pair  of  wings  of  Marie  of  Cleves.  One  of 
the  earliest  porcupines  is  over  the  small  doorway  of  the  façade  of 
the  château  of  Blois,  in  a  panel  framed  by  Gk)thic  carving.  On 
the  same  front  is  the  crowned  L.  The  ermine  badge  is  sometimes 
represented  by  the  animal  itself,  sometimes  merely  by  its  tails. 
In  the  Queen's  oratory  in  the  château  of  Loches,  the  walls  are 
pepp^red  ail  over  with  carved  tails,  and  very  effective  they  are. 
The  salamander,  happy  in  the  midst  of  flames,  and  generally  with 
a  crown  upon  or  above  its  head,  is  carved  on  ail  buildings  erected 
by  Francis,  and  on  many  built  by  his  courtiers.  Its  existence 
does  not  prove  that  the  building  was  the  king's,  only  that  it  was 
built  in  his  reign.  On  non-royal  châteaux  and  houses  it  generally 
appears  uncrowned  ;  as  at  Azay-le-rideau,  where  the  salamander 
Z  ermine  appear  dde  by  sida  over  the  double  entrance  doorway, 
and  the  Hôtel  du  Bourgtheroulde,  Bouen,  where.are  the  salamander 
and  porcupine.  The  outside  staircase  at  Blois  is  particularly  rich 
in  salamanders  and  crowned  F/s,  and  the  C.  for  Claude  also  finds 
a  place,  whilst  on  the  ceiling  her  emblem  is  carved.  Henri  IL 
signed  his  buildings  in  similar  fashion,  and  so  did  his  wife 
Catherine  de'  Medici,  and  his  mistress,  Diane  de  Poitiers.  Other 
kings  and  queens  foUowed  suit,  but  in  later  work  there  is  not  that 
delightful  abandon  that  distinguishes  the  time  of  Francis. 

Material.  In  one  important  respect  the  workers  along  the  Loire  were 

exceptionally  favoured.  The  district  produces  an  abundance  of 
stone,  perfect  as  regards  texture,  colour,  and  degree  of  softness, 
and  without  parallel  for  the  exécution  of  délicate  detaiL  Similar 
to  Caen  and  Bath,  it  is,  in  some  respects,  superior  to  both.  It  is 
this  which  gives  the  charm  to  the  ordinary,  simple,  vemacular 
work  of  later  days  on  both  sides  the  river  from  Orléans  to 
Saumur.  The  heads  of  the  Windows  of  the  smallest  cottages  are 
often  formed  of  voussoirs  two  or  three  feet  in  height.    Every  little 
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bouse  is  delightful  in  proportion,  refined  in  détail,  designed  with 

ease,  apparently  hardly  designed  at  ail,  as  though  everjliing  came 

natuTBl  in  that  valley  known  as  tha  "  Garden  of  France."    At 

Angers  the  touch  bas  always  been  bolder  than  further  up  the 

river  ;  possibly  because  tbe  atone  is  barder.    The  "  corbel  "  comice 

is  an  especial  cboracteristic 

of  tbia  town,  and  there  are  1 

many    examples    of    it,    ail 

diSering  slightly.  Tbe  earlieat 

building   in  wbicb   it  occurs 

is    probably    tbe    Hôtel    de 

Pincé,  designed  by  Jean  de 

Lespine    abont    1530.      For 

roof  covering  tbe  district  is 

also  favoured  ;  it  supplies  tbe 

most  deligbtful  slates  of  any 

oountiy.      Very    small    and 

nearly  black,  they  produce  au 

excellent  efiect  on  tbe  bigb- 

pîtcbed  roofs,  and  especiajly 

on    the  cooical    spires    sur- 

mounting  towers  and  turrets. 

Tbe  use  of  t^e  material  was 

not  confined  solely  to  rooBng. 

At  tbe  château  of  Cbambord 

tbe  panels  of  the   cbimneys 

and  of  tbe  pilasters  f  anking 

donner    Windows,     etc.,    are  p,a_  147, 

filled  with   slate,  ajid    look 

like  panels  of  black  marble.   Lozenges  and  circles  of  slate  are  also 

noiled  on  frîezes,  etc.  ;  and  altbough  tbese  bave  frequently  broken 

away,  sbowing  that  tbis  employment  of  the  material  bad  its 

drswbacks,  tbe  resuit  is  still  ricb  and  striking  (see  Fig.  136). 

In  Brittany  and  Normandy,  wbere  the  slates  are  similar  in  size 

but  not  so  black,  they  are  lai^ly  ased  for  protecting  walls  and 

tîmbers  of  "  post  and  pan  "  buildings.    There  is  no  reason  wby  a 

like  treatment  should  not  be  followed  in  England,  especially  in 

the  west,  wbere  tbe  slates  resemble  tboae  of  Brittany,  and  in  the 

oounties  serred  by  Westmorland,  wbere  tbe  green  slate  can  be 

obtained  small  and  of  good  colour  and  texture. 

For  the  floors  of  rooms  tbe  French  bave  ever  used  tiles  to  a 
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Intamol  great  eztent.  The  suites  of  rooms  în  Francis  I.'s  ving  at  Bloia 
are  ail  tiled,  and  many  of  the  designs  are  most  successful,  althongh 
ail  are  restorations.  Most  aie  blue  and  wbite,  with  yellow  in 
parts  ;  and  in  Bome  the  H  of  the  second  Henry  is  introduced.  In 
the  château  of  Cbenonceaaz  is  some  good  tiling,  appareutly 
original.    Booms  are  occasioually  vaulted,  as  in  the  oratory  of  the 


tieat- 


ch&teau  of  Âzay-le-rideaa  ;  bnt  generallythe  ceilingsare  of  framed 
timber.  The  latter  hâve  not  the  richness  of  détail  which  charac- 
terizea  contemporary  Gothic  wood  ceilings  in  England.  The  walls 
were  evidently  bnng  with  tapestry,  and  wood  panellîog  is  rarely 
met  with  now,  and  can  never  bave  been  gênerai.  The  elaborately 
oarved  and  painted  panelling  which  covers  the  walls  of  Catherine 
de'  Medici's  sitting-room  at  Blois  is  an  exception.    Alb^ther,  the 
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interior  of  a  French  château  can  never  bave  boasted  the  cosiness 
of  the  slightly  later  English  houses  ;  but  in  a  wanuer  climate 
than  ours  tiled  floors  and  bare  walls  possessed  some  advantages.^ 

The  men  who  designed  thèse  buildings  are  generally  referred  Arohi- 
to  in  exisdng  documents  as  mastexvmasons,  or  masters  of  masonry.  ^^^' 
They  were  mostly  engaged  on  one  job  at  a  time,  to  which  they 
dévoted  themselves,  their  pay  being  a  "livre,"  sometimes  a 
little  more,  per  day,  equal  to  about  fifteen  shillings  at  the  présent 
time.  At  Chambord,  Jacques  Coqueau,  who  succeeded  Pierre 
Nepveu  (called  Trinqueau)  in  1538,  receiyed  four  hundred  livres 
a  year  as  ''  king's  master  mason."  In  an  entry,  however,  in  1491, 
one,  Simon  Boussart,  is  called  "maistre  visiteur  du  mestier  de 
maçonnerie;"^  and  in  1534  J.  Beaudouin  was  paid  rather  more 
than  two  livres  for  a  plan  of  the  Hotel-de- ville.  Loches,  he  being 
described  as  belongiug  to  another  town.  It  appears,  therefore,  as 
though  sometimes  the  men  who  superincended  the  work  were  not 
always  the  designers;  and  this  receives  confirmation  from  later 
entries.  The  term  "  architect  "  first  appears  about  1540,  although 
for  some  time  after  that  men  continued  to  be  called  "master 
mason."  In  1541  Serlio,  the  Italian,  is  described  by  Francis  as 
"  notre  cher  et  bien  aimé  Bastiannet  Serlio  peintre  et  architecteur," 
and  in  1549  Philibert  de  TOrme  is  referred  to,  in  connection  with 
a  payment  made  to  François  Marchand  and  Pierre  Bontemps  for 
work  on  Francis  I.'s  tomb  at  S.  Denis,  which  de  TOrme  designed, 
as  "aumosnier  du  roy  et  son  architecte."  De  TOrme  is  elsewhere 
described  as  inspecter  and  superintendent  of  the  royal  buildings 
of  Fontainebleau,  S.  Germain-en-Laye,  etc.  Serlio  was  paid 
annually  400  livres  for  work  at  Fontainebleau,  225  livres  as 
architect  to  Marguerite  d'Angouleme,  and,  in  addition  to  the 
above,  one  livre  a  day  for  a  visit  to  any  work  except  at  Fontaine- 
bleau.. Pierre  Lescot,  in  1546,  received  1200  livres  as  architect  of 
the  Louvre.  Later,  architects'  pay  mounted  rapidly.  Salomon  de 
Brosse,  who  designed  the  Luxembourg,  Pans,  got  2400  livres 
annually,  and  J.  Lemercier  3000,  the  latter  as  "  first  king's  archi- 
tect." By  that  time,  however,  the  purchasing  power  of  the  livre 
had  greatly  decreased,  and  the  coin  itself  was  of  less  value. 

Although  the  Benaissance  started  later  in  most  districts  than  Ezampiea 

elsewhere. 

i  The  wonderfuUy  rich  tiled  floor  in  the  principal  room  in  the  chftteau  de 
Chaumont  is  not  the  original  floor,  nor  is  it  French.  It  was  brooght  from 
Palermo. 

*  See  "  Dictionnaire  des  Architectes  Français/*  par  Adolphe  Lance. 


i86      A    HISTORY  OF  ARCHITECTURAL  DEVELOPMENT 

on  the  Loire,  there  are  very  few  towns  in  France,  from  Toulouse 
in  the  south  to  Arraa  in  the  north,  from  Nantes  in  the  west  to 
Nancy  and  Dijon  in  the  east,  which  do  not  possess  some  examples 
of  it  earlier  than  1550.  Many  of  thèse  towns,  however,  hâve  fine 
earlier  houses,  built  when  Gothic  was  still  the  only  style  recog- 
nized  throughout  the  countiy.  At  Bourges,  the  famous  house  of 
Jacques  Cœur  had  only  been  finished  in  1451;  at  Bouen,  the 
Hôtel  du  Bourgtheroulde  was  not  commenced  until  1486,  the 
Palais  de  Justice  not  until  a  few  years  later.  Thèse  buildings 
and  others  similar  undoubtedly  delayed  for  some  time  the  pro- 
gress  of  the  new  movement  Notwithstanding  this  at  Bourges, 
the  Hôtels  Lallemand  and  Cujas  were  built  before  1520  ;  and  at 
Bouen,  Boland  Leroux  designed,  about  the  same  time,  the  tomb 
of  Cardinal  Georges  d'Amboise,  Archbishop  of  Bouen,  and  his 
nephew,  which  is  in  the  cathedral.  To  the  cardinal,  who  was 
Louis  XII/s  minister,  is  largely  due  the  early  spread  of  the 
Benaissance  in  France  generally,  and  in  Normandy  in  particular. 
Little  remains  m  siJtu  of  his  famous  château  at  Gaillon,  com- 
menced at  the  end  of  the  fifteenth  century  and  finished  in  1510, 
which,  for  richness  of  omamentation,  had  no  parallel  in  the 
country.  Like  so  much  of  the  work  of  the  period,  it  was  Gothic 
in  the  main  ;  but  hère  and  there  portions  were  executed  in  the 
new  style — ^for  example,  the  arcade  now  standing  in  the  courtyard 
of  the  Ecole  des  Beaux  Arts,  Paris.  The  house  known  as  the 
Ancien  Bureau  des  Finances,  facing  Bouen  Cathedral,  which 
was  built  about  1510,  is  probably  now  the  earliest  building  of  the 
Benaissance  in  Normandy.  Another  good  example  at  Bouen  is 
the  wing  added  to  the  Hôtel  du  Bourgtheroulde  about  twenty 
years  later,  on  the  front  of  which  are  some  finely  sculptured 
panels  representing  the  meeting  of  Henry  YIII.  and  Francis  I. 
on  the  Field  of  the  Cloth  of  Gold.  The  first  appearance  of  the 
Benaissance  at  Caen  was  possibly  in  the  east  end  of  S.  Pierre, 
designed  by  Hector  Sohier,  the  best  known  of  Norman  architects 
of  the  first  half  of  the  sixteenth  century.  In  the  same  town  are 
the  Hôtel  de  Valois,  or  d'Ecoville,  with  a  striking  courtyard,  and 
four  or  five  other  fine  Benaissance  houses.  Caen  and  the  country 
round  are,  like  the  Loire,  favoured  in  their  stone,  to  which  cir- 
cumstance  much  of  the  delicacy  of  the  détail  there  and  gênerai 
excellence  of  the  work  are  due. 
Brittany.  The  influence  and  taste  of  Anne  de  Bretagne  account  for  an 

early  start  in  Brittany.     A  little  corbelled-out  oriel  near  the 
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castle  of  Vitré  is  one  of  the  moat  elaborate  eicamples  in  France. 
The  "caadelabra"  syatem  of  omameiitation,  foaud  in  S.  Maria 
delle  Grazie,  Milan,  and  elsewhere  in  Northern  Italy,  is  frequently 
met  with.  At  Vitré  it  occurs  on  two  or  three  bnildings,  but  the 
moat  cuiioua  instance  is  on  the 
colamnB  inside  Notre  Dame 
de  bon  Secours,  Oningamp. 
The  triforia  of  this  chnrcii  are 
almost  unique,  and  the  carving 
ia  the  spandrils  over  the 
openings  of  cupida  with  eut- 
stretched  arms  and  legs  is  well 
above  the  averaga  Many  of 
the  buildings  in  Brittany  are 
in  granité,  which  does  not 
lend  itself  to  délicate  détail. 
Of  this  mateml  are  the  cal- 
varies  and  ossuaries,  which  are 
almost  peculiar  to  the  district. 
They  are  rugged  and  bold,  bat 
full  of  charâcter.  At  Gui- 
miliau  and  S,  Thégonnec,  with- 
in  a  few  miles  of  each  other, 
and  at  Plougastel-Daoulas,  are 
the  finest  calvaries;  and  S. 
Thégonneo  also  has  an  un- 
usuallj  imposing  ossuary.  Os- 
suaries were  sometimes  built 
against  churches,  as  at  Tré- 
gastel.  Twenty  years  ago  tbey 
were  often  full  to  the  brim  p^    -  - 

with  skolls  and  bones  dug  up 

from  the  graves  ;  but  apparently  the  custom,  like  the  old  costume 
of  the  country,  is  being  abandoned. 

The  South  of  France,  being  Ital/s  near  neighbour,  and  TouIoum. 
poBsessing  many  fine  old  classic  remains,  might  hâve  been 
expected  to  take  a  leading  part  in  the  movement.  Such,  however, 
it  did  not  do.  Laurana  had  sown  the  seed,  but  it  had  not  taken 
root.  In  Toulouse,  a  town  chiefly  famous  for  the  âne  scale  of  its 
Gothic  churches,  there  are  some  fairly  earty  examples  of  interest, 
but  none  of  importance.    The  best  secular  buildings  belong  to  the 
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second  half  of  tàe  BizteentK  century,  and  some  are  later  etill.    As 

a  rule,  tbey  are  distingoished  by  the  extravagant  riclmesB  of  the 

window  jamba  and  maUiona.     The 

Hôtel    d'Asseza   (see   Fig.    154),   in 

wbicb  thÎB  trait  is  absent,  is  the  finest 

in  the  town,  and  is  also  ooe  of  the 

most  striking  of  its  time  in  the  'whole 

of  France.     Over  the  doorway  to  the 

staircase  is  carred  the  date  1555.    In 

design  the  building  is  considerably 

in  adrance  of  ail  oontemporaiy  work 

in  the  provinces,  and  is  superior  even 

to  the  royal  palaces  in  or  near  Paris. 

the  Louvre  alone  excopted,   Whoever 

desigoed  it  must  bave  been  a  scholar 

of   no   mean  order,  as  it  shows  a 

knowledge  of  Classic  détail  and  pro- 

Fra.  l60.-O8gCAaT,  Tbéoabtbl.    portion  rare  in  France  in  the  mîddle 

of  the  aLxteenth  centuiy.     The  npper 

atorey  suggests  an  acquaintance  with  Palladio's  basilica  at  Yicenza, 

which  was  only  commenced  ia  1549.    The  combination  of  circles 

above  lintelled  openings,  fianking  a  central  arch,  was,  bowever,  a 

favourite  with  Bramante,  and  had  been  nsed  by  hitn  in  the  choir 

of  Santa  Maria  del  Fopolo,  ïtome,  early  in  the  century. 

The  most  important  examples  in  the  Ile  de  France  are  the 
royal  châteaux  begon  by  Francis  I.  and  continued  by  Ms  suc- 
cessors.  The  château  de  Madrid,  the  moat  elaborate  of  ail,  no 
longer  exista.  Its  façades  were  enricbed  by  coloared  majolica 
plaques  by  Girolamo  della  Robbia,  who  possibly  also  gave  the 
original  design  for  the  building.  De  l'Orme  and  Frimaticcio  in 
tum  are  said  to  hâve  snperintended  the  work,  and  the  former  is 
stated  to  hâve  protested — and  very  properly — against  the  della 
Bohbîa  décoration.  Of  ezisting  ch&teaux,  Villers-CotteTets,  S. 
Germaîn>ea-Laye,  and  Fontainebleau  are  the  eatliest.  Portions 
of  the  first  date  from  about  1620,  and  bave  ail  the  characteristics 
of  the  Loire  work  ;  but  tho  main  buildings  surroundiug  the  fore- 
court  were  added  after  Francis'  death.  The  château  ,of  S.  Germain- 
en-Laye,  with  its  red  brick  and  stucco  in  the  upper  etoreys,  and 
its  âat  roof,  is  not  a  very  successful  design.  The  remodelling  of 
the  château  of  Fontainebleau  was  commenced  in  1528.  According 
to  M.  Palustre,  the  first  Arehitect  was  Gilles  le  Breton.    He  built 
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the  greater  part  of  tbe  so-called  oval  court — portions  were  destroyed 
later — the  wing  adjoining,  and  commenced  the  great  court  of  the 
Cheval  Blanc.  At  about  the  same  time»  Pierre  Chambiges»  the 
architect  of  S.  Germain,  began  the  wings  of  the  same  court.  Both 
men  were  master-masons  of  the  old  school,  with  but  limited  know- 
ledge  of  Classic  architecture.  In  1540,  Serlio,  "  notre  cher  et  bien 
aimé,"  was  invited  by  Francis  I.  to  Fontainebleau,  probably  because 
of  the  famé  he  gained  by  his  ''  Architettura,"  which  had  just  been 
published.  Il  Bosso,  the  painter,  who  for  some  time  had  had 
charge  of  the  internai  décorations  of  the  château,  and  also  possibly 
designed  the  Grotto  des  Pins,  was  poisoned  in  the  following  year, 
and  was  succeeded  by  Primaticcio.  What  share  thèse  Italians 
had  in  the  designing  of  the  outside  is  uncertain.  M.  Palustre  will 
allow  them  none,  and  he  is  probably  xight,  and  unintentionally 
kind  to  their  réputations.  The  early  fronts  are  no  particular 
crédit  to  anybody.  The  attraction  at  Fontainebleau  is  not 
80  much  extemal  as  internai.  The  décorations  of  the  principal 
rooms,  designed  and  carried  out  mainly  by  the  Italians  mentioned, 
are  best  worth  seeing.  On  the  death  of  François  I.,  Serlio  left»  and 
was  no  longer  employed  there,  although  he  retumed  in  1553, 
dying  in  the  following  year.  Under  Henri  II.  some  work  was 
donc  by  Philibert  de  TOrme,  and  extensive  additions,  including 
the  Cour  des  Offices,  were  made  by  Henri  lY.  early  in  the 
seyenteenth  century.  Succeeding  kings  added  still  more,  with 
the  resuit  that  the  château  is  interestiAg  as  a  building  in  which 
the  architecture  of  the  différent  periods  can  be  studied;  but 
externally,  the  effect,  as  a  whole,  is  not  particularly  happy. 

The  second  period  of  the  French  Benaissance  may  be  said  to  Second 
commence  with  the  building  of  the  Louvre  and  Tuileries  in  1546  P®"^- 
and  1564  respectively,  and  to  cover  about  the  succeeding  seventy 
years.  The  principal  architects  were  Pierre  Lescot  (1515-78), 
Phnibert  de  l'Orme  (1515-70),  Jean  Bullant  (c.  1512),  and 
Jacques  Androuet  du  Cerceau  (Ihlb-c,  1584).  Jean  Goujon  and 
Germain  Pilon  were  the  most  distinguished  sculptors. 

The  best  known  buildings  by  Lescot  are  the  original  portions  Pierre 
of  the  Louvre,  and  the  hôtel  he  built  for  the  Président  de  Lig-  |[^aphiU. 
neris,  now,  much  altered  and  added  to,  known  at  the  Musée  Car-  bert  de 
navalet.     He  was  a  man  of  position,  with  powerful  friends  at  *^"°*' 
Court  ;  a  member  of  the  Parliament  of  Paris,  and  a  favourite  of 
the  king.     How  he  obtained  the  knowledge  of  architecture  which 
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en&bled  him,  at  tbe  âge  of  thirty,  to  design  the  above-mentioDed 
buildings  is  not  known.  Professer  Blomâeld  soggests  that  the 
real  architect  of  both  was  Jean  Goujon,  who  undoubtedly  carred 

chAi 


Via.  isi. 


the  figures  wbioh  decorat«  the  fronts.'  Leacot  certainl;  was 
appointed  architect  of  the  Louvre  in  1546,  and  drev  his  pay  of 
twelve  hnndred  livres  a  year  ;  bnt  that  in  itaelf  proved  bat  little, 

'  Ses  artlole  in  tha  il.  I.  B.  A.  Journal,  vol.  svili.  8cd  Seri«t,  p.  109. 
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as  the  âge  was  a  corrupt  one,  and  many  men  enjoyed  sinécures 
whilst  others  did  the  work.  At  the  same  time,  one  hésitâtes  to 
accept  the  suggestion  without  definite  proof,  especially  as  Goujon's 
position  was  so  assured  that  it  is  unlikely  he  would  hâve  allowed 
another  to  obtain  the  sole  crédit  for  work  he  himself  had  done. 
There  is  no  doubt  about  De  TOrme's  skill  as  an  architect.  When 
nineteen  or  twenty  he  went  to  Italy,  retuming  in  1536.  In  1548 
he  was  appointed  architect  to  the  king,  and  he  was  also  architect 
for  Catherine  de'  Medici  and  Diane  de  Poitiers.  For  the  last  he 
designed  the  château  d'Ânet,  in  Normandy,  where  he  was  assisted 
by  Goujon,  Germain  Pilon,  hardly  inferior  as  an  artist  to  Goujon 
himself,  and  other  well-known  sculptors  of  the  day.  Portions 
only  remain  in  situ  (shown  black  on  plan,  Fig.  151),  but  in  the 
court  of  the  Ecole  des  Beaux  Arts,  Paris,  is  part  of  one  of  the 
principal  façades,  and  in  the  Louvre  is  Goujon's  masterpiece, 
Diana  and  the  Stag,  which  formed  the  top  of  Ûxe  fountain  in  the 
centre  of  one  of  the  courts.  In  1561  the  architect  published  his 
''  Nouvelles  Inventions  pour  bien  bastir  et  à  petits  fraiz,"  and  six 
years  later  "  Le  Premier  Tome  de  T Architecture."  Thèse  publi- 
cations show  that  De  TOrme,  besides  having  a  thorough  knowledge 
of  classic  proportion  and  détail,  was  a  master  of  construction.  He 
originated  the  "  keel  "  shaped  roof  (the  form  is  still  employed  in 
modem  work),  and  in  his  books  gives  elaborate  instructions  how 
it  is  to  be  framed.  To  him  is  also  due  the  "  banded"  column  (see 
Figs.  152,  153),  which  he  claimed  as  his  invention,  first  used  by 
him  flanking  the  doorway  of  the  chapel  in  the  park  of  Villers- 
Cotterets.  His  argument,  as  stated  in  his  ''  Premier  Tome,"  was 
that,  as  ancient  nations  had  invented  ''orders"  of  columns,  and 
had  bestowed  on  them  their  names,  why  should  not  the  French  do 
the  same  ?  His  design  is  really  a  modification  of  the  rusticated 
column,  which  had  been  introduced  in  Italy  some  years  before. 
The  ground-floor  storey  of  the  Tuileries,  now  destroyed,^  had 
many  columns  and  pilasters  of  this  character,  and  it  oontinued  a 
favourite  treatment  in  France  until  the  middle  of  the  seventeenth 
century.  The  richest  examples  of  it  are  on  the  ground-floor  gal- 
lery  facing  the  Seine,  which  was  commenced  by  Catherine  de* 
Medici  to  connect  the  Louvre  and  Tuileries  (see  p.  193).  Not 
only  are  both  columns  and  pilasters  banded  and  carved,  but  the 
bands  are  continued  as  rustications  between  pilasters,  and  from 
pilasters  to  window  openings. 

*  Two  baya  bave  been  rebnilt  in  the  Tulieries  gardens. 


192      A    HISTORY  OF  ARCHITECTURAL   DEVELOPMENT 


Bnllant 
and  Bu 
Cerceau. 


The 
Louvre. 


Bullant  was  employed  on  a  good  many  buildings,  including 
the  château  d'Ecouen,  on  which,  according  to  M.  Palustre,  he 
succeeded  a  master-mason  called  Billard,  or  Baillard,  and  the 
earlier  portion  of  the  château  of  Chantilly.  He  also  published 
one  or  two  books  on  architecture.  Jacques  Ândrouet  du  Cerceau 
is  better  known  as  an  engraver  and  writer  than  architect.  As  a 
draughtsman  he  was  a  consummate  artist.»  Many  of  his  drawings 
are  finer  than  any  contemporary  Italian  ones.  He  studied  in 
Rome  for  two  or  three  years,  and  so  was  well  acquainted  with  old 
work;  but  in  his  buildings  he  failed  to  reproduce  its  spirit, 
although  his  planning,  especially  in  the  château  of  Charleval,  is 
good.  His  first  book  he  published  in  1539,  and  until  1584  he  was 
busy  with  new  publications  or  new  éditions.  His  "  Livre  d'Archi- 
tecture" was  published  in  1559;  ''Les  plus  Excellents  Basti- 
ments  de  France  "  in  1579.  The  latter  is  his  most  famous  work, 
especially  valuable  as  a  record  of  many  buildings  which  hâve 
entirely  disappeared  and  of  others  which  hâve  been  much  altered. 
Du  Cerceau's  books  and  De  TOrme's  helped  greatly  towards  a 
proper  knowledge  and  appréciation  of  classic  architecture  in 
France.  Printing  was  of  greater  assistance  to  arcMtects  in  that 
country  than  in  Italy.  For  in  the  latter,  old  examples  were 
numerous,  and  could  be  studied  first  hand  ;  and  the  Benaissance 
was  established  there  before  printing  was  introduced.  The  excel- 
lence of  the  draughtsmanship  of  the  early  French  publications  is 
great.  Those  of  the  sixteenth  century  show  signs  of  the  supe- 
riority  in  this  respect  which  is  so  marked  in  the  illustrated  books 
of  the  century  following — a  superiority  the  French  hâve  retained 
to  the  présent  day. 

In  1539  Francis  I.  decided  to  pull  down  the  old  castle  of  the 
Louvre,  which  dated  from  the  time  of  Philippe  Auguste  ;  but  the 
new  building  was  not  begun  until  1546,  the  year  before  the  king 
died.  The  earliest  portion  therefore  belongs  to  the  reign  of  his 
successor  Henri  II.  This  is  the  southem  half  of  the  west  side  of 
the  court.  After  some  delay,  the  western  half  of  the  south  side  was 
also  built.  The  design  is  the  work  of  a  man  of  genius.  It  suffers 
from  the  fact  that  under  Louis  XIII.  and  his  minister,  Bichelieu, 
the  court  was  greatly  increased  in  size,  and  consequently  the  dif- 
férent parts  of  the  original  fronts  now  appear  a  trifle  small,  and 
the  delicacy  of  the  détail  is  lost.     But  that  the  beauty  of  the 

>  See  "  Frenoh  Oh&teaux  and  Gardens  in  the  Sixteenth  Century/'  edited  by 
Mr.  W.  H.  Ward,  for  reproductions  of  many  of  Du  Geroeau's  original  drawings. 
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Between  1594  and  1609  the  river  front  between  the  Louvre 
and  Tuileries  was  finished.  To  the  right  of  the  présent  fine 
central  triple  archway,  which  is  modern,  a  mezzanine  and  upper 
floor  were  added  over  the  Queen's  gallery.  To  the  left,  a  corre- 
sponding  wing  was  built  whicb,  there  being  no  galleiy,  differs 
from  the  other  in  some  particulars.  The  mezzanine,  as  an 
independent  division,  is  omitted,  and  the  pilasters,  which  start 
from  the  ground  level  on  the  right,  are  raised  on  a  basement. 
The  altemation  of  curved  and  pointed  pediments  is  retained,  but 
the  niches  containing  figures  between  the  pedimented  bajs  are 

replaced  by  Windows.    The  resuit  in  conséquence  is  less  satis- 
factory. 
Charao-  The  work  of  the  second  period  shows  a  better  perception  of 

cS^BeaMad  *^®  principles  and  proportions  of  classic  architecture,  but  it  lacks 
period.  the  freshness  and  piquancy  of  the  earlier  work,  and  the  strength, 
fine  composition,  and  scale  which  distinguish  that  which  followed. 
Each  storey  of  a  building,  as  a  rule,  has  its  own  range  of  pilasters, 
above  which  is  a  well-proportioned  entablature  ;  but  thèse  pilasters 
are  independent  of  the  Windows,  and  no  longer  firame  them,  as  in 
the  earlier  examples.  Moulded  architraves  round  Windows,  how- 
ever,  are  gênerai,  and  mullions  began  to  be  omitted.  Pilasters 
sometimes  run  through  more  than  one  storey,  but  this  treatment 
was  far  from  common  until  a  hundred  years  later.  The  tall  dormer 
assumed  more  modest  dimensions,  and  ceased  to  be  such  an 
important  feature.  In  the  portions  of  the  château  of  Chambord 
added  by  Henri  IL,  a  curved  pediment  of  slight  rise,  with  cresting 
above,  replaces  the  lofty  gable  of  varied  outline,  and  the  same 
tendency  is  noticeable  elsewhere.  The  originality  generally 
displayed  is  stiU  considérable,  and  this  is  the  more  remarkable 
because  no  signs  of  the  lingering  Gothic  traditions  which  coloured 
earlier  work  are  apparent.  The  aim  of  the  architects  of  the  second 
half  of  the  sixteenth  century  was  to  foUow  the  ancients,  and  the 
Benaissance  architects  of  Itaîy.  That  they  succeeded  in  doing  so 
without  copying,  on  the  one  hand,  and  without  descending  to 
banalities  on  the  other,  is  greatly  to  their  crédit. 
Henri  IV.  Hard  things  hâve  been  written  about  the  architecture  of  the 
ie^"  end  of  the  second  period,  of  the  time  of  Henri  IV.  Coming 
between  the  fascination  of  the  François  premier  period,  and  the 
splendeur  and  magnificence  of  the  time  of  Louis  Quatorze,  it  is 
sometimes  misjudged.  It  has  been  accused  of  being  grotesque 
and  over-florid.    Those  who  like  prettiness  find  it  duU;  others 
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who  clamonr  tor  pority  proclsim  it  debased.  As  &  rule,  it  is 
ttone  of  thèse  things.  Ita  qualities  may  be  négative  rather  than 
positive,  but  ils  proportions  and  Bcale  are  good,  tbe  deaigns 
generally  show  ddeas  worth  consideiation,  and  tbe  caiving  is 
always  of  a  high  order.  Eccentricities  are  met  with  in  aome 
examples,  as  in  the  Hôtel  de  YiUe  of  La  Rochelle,  wbere  the 


upper  atorey  is  caixied  on  an  arcade,  more  than  half  the  arches  of 
whicb  are  supported  by  columns  on  ont)  9ide  only,  the  other  sîde 
springing  merely  from  a  pendant  which  dangles  in  the  air.  Over- 
âoridness  is  also  présent  oooasionally.  One  of  the  most  marked 
instances  of  this  is  in  the  façade  of  the  château  of  Horfieur,  vhich, 
however,  is  reaUy  later,  as  it  dates  from  1650.  The  columns  and 
pilasters  wbicb  run  througb  two  storeys  are  banded  à  la  mode 
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Be  l'Orme,  in  a  particalarly  objectionable  way.     On  the  other 

liand,  many  ezamples  of  the  period  oan  be  instancsd  wMch, 

althoDgh  rioh  In  carving,  hâve  sufficient  plaîn  wall  snrfacâ  to 

&ame  aatisfactorily  the  omamentation,  and  are  refined  and  well 

proportioned.        Tfaere      are 

several   at    D^od,   the    best 

being    the   Hôtel  de  Vogâ^, 

commeuced    in    1607.      The 

doorwa;  in  the  outaide  wall 

which  gives  aocess  to  the  conrt- 

yaid,  and  the  Windows  la  fivot 

at  tàe  ends  of  the  wings,  are 

elaborate  jewels    in  a  plain 

Betting  which  shows  them  to 

advantage.      The    plan    bas 

many  good  points,  and  ia  in- 

teresting  as  on  ezample  of  a 

I    good-sized  town  honae  of  the 

period.    The  Hôtel  de  Snlly, 

Paris,    ia    another    example, 

somewhat  later  in  date,    The 

Sm,  ice,  front,  with    ite    two   curved 

pediments,  is  fine  and  bold, 

and  the  courtyard  well  proportioned.    It  waa  designed  by  Jean  du 

Cerceau,  grandaon  of  Jacques  Androuet. 

Â  Connecting  link  between  this  middle  period  and  the  third 
and  great  period  of  Frenoh  clasaic  is  the  Palais  du  Laxembourg, 
commenced  in  1615  for  Marie  de'  Medici,  widow  of  Henri  IV. 
Her  instructions  to  her  architect,  Salâpion  de  Brosse — another 
grandson  of  Du  Cerceau — were  to  copy  the  Pitti  palace  in 
Florence.^  It  was  natural,  perhapa,  for  both  Queen  Dowager  and 
architeot  to  prefer  Âmmanati's  courtyard,  as  the  more  récent,  to 
BruneUeschi's  far  finer  façade,  and  the  fronts  of  the  Luxembourg 
in  conséquence  are  rusticated  ail  over.  The  rustications  in  the 
Frenoh  palace,  however,  are  not  ao  objectionable  as  in  the  Floren- 
tine, as  De  Brosse  succeeded  in  introducing  a  certain  amonnt  of 
re&nement  Most  buildings  of  the  period  are  planned  round  a 
courtyard,  and  the  Luxembourg  is  no  exception  ;  but  the  pavillon 
grouping  of  the  main  block  îa  aomewhat  unuaual,  and  distinctly 

\  B»ptUte  Androoet,  follofrlng 


[^ 
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effective.    The  gardons  were  very  extensive,  and  still  évince  their 
former  grandeur,  although  considerably  reduced. 


PALAIS  DV  LVXEA\BO\/RG,IV\RI5. 
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CHaRCHES  OF  THB  SiXTEENTH  CkNTURY 

The  Renaissance  had  little  effect  on  church  design  in  France 
during  the  sixteenth  century.  In  churches  which  were  nnfinished 
the  work  proceeded  as  though  the  architecture  of  Greece  and  Borne 
had  never  existed,  and  Âlberti,  Bramante,  and  Michel  Angelo  had 
not  been  born.  No  change  of  importance  is  noticeable  until  after 
the  first  quarter  of  the  seventeenth  century.  When  additions 
were  necessary,  the  new  style  appears  half  shamefacedly  in  détail  ; 
as  in  some  panelling  in  one  of  the  south  chapels  of  S.  Vincent, 
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Bouen;  in  the  cnpolas  crowning  the  weatem  towers  of  Tours 
Cathedral  ;  in  the  extODsion  eastward  of  the  chorch  of  S.  Pierre, 
Caen;  in  pinnacles  of  buttresses,  and  in  numerous  doorways, 
porches,  etc.,  throughout  the  country.  In  many  cathedrals  and 
large  churches  are  Benaissance  doors  of  exceeding  riohness  which 
harmonize  well  with  the  elaborate  Gothic  stonework  which  frames 
them  ;  as  at  S.  Vulfran,  Abbeville,  the  south  transept  of  Beauvais 
Cathedral,  etc.  At  Tours  a  delightful  little  outside  staircase  was 
btdlt  in  the  corner  of  the  cloisters  of  the  cathedraL  But  when 
new  churches  were  required,  the  builders  harked  back  to  the 
earlier  work.  Either  they  did  not  know  of,  or  else  did  not 
believe  in,  the  new  ordinance.  To  them  a  church  must  still 
hâve  an  intersecting  ribbed  vault  ;  and  such  being  so,  the  plan 
remained  as  before,  and  the  buttress  and  flying  buttress  foUowed 
as  a  matter  of  course.  Triforia  were  sometimes  omitted,  columns 
often  replaoed  clustered  piers,  and  capitals  disappeared  ;  but  thèse 
modifications  had  been  introduced  in  the  previous  century,  and 
were  not  due  to  the  Benaissance. 

s.  Bufl.  The  largest  church  of    the  century  is  S.   Eustache,  Paris. 

p^^®>  Although  not  commenced  until  1532,  and  not  finished  until 
nearly  a  hundred  years  later,  its  plan — ^which  is  a  copy  of  Nôtre 
Dame — ^proportions,  construction,  and  high-pitched  roof,  are 
Gothic.  Even  its  détail  can  hardly  be  said  to  be  Classic.  The 
window  heads  are  filled  with  tracery,  uncusped  as  was  the  custom 
in  this  bastard  work,  but  otherwise  differing  little  from  those  of  a 
hundred  years  earlier.  Extemally,  the  faces  of  buttresses  are 
enriched  by  pilasters,  pilasters  also  are  introduced  between 
Windows,  openings  are  semicircular  headed,  and  entablatures 
replace  string  courses  ;  whilst  internally  the  vaulting  shafts  aie 
built  up  in  a  séries  of  panelled  pilasters,  one  above  another»  and 
in  place  of  bosses  where  the  diagonal  ribs  of  the  vault  cross,  are 
pendants;  the  last  an  idea  borrowed  from  English  fifteenth- 
century  vaults.  The  interior  of  S.  Etienne-du-Mont,  Paris,  which 
was  commenced  a  few  years  later,  appears  rather  more  classic, 
but  this  effect  is  partly  owing  to  the  balustrated  gallery  between 
the  columns,  which  was  added  in  1580,  when  the  fine  western 
doorway  was  built.  If  two  such  important  churches  could  be 
built  at  this  time  in  the  capital  in  the  manner  described,  more 
advanced  ideas  could  hardly  be  expected  from  clergy  and  builders 
in  the  provinces.  The  burst  of  building  activity  in  the  last 
quarter  of  the  fifteenth  century  was  too  récent,  and  its  results 


..  160.~-STAinCASZ  IN  COBNEB  OF  Gloigtebb,  Todbs  Cathrobal. 
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too  far-reaching  for  it  to  subside  quickly.  Many  important 
cathedrals  and  churches  were  still  in  the  making,  Beauvais 
especially.  In  them  change  was  impossible.  Besides,  there  was 
little  demand  for  new  churches.  The  clergy  were  apathetic,  the 
kings  indiffèrent,  the  nobility  busy  with  their  own  town  and 
country  houses,  and  the  people  satisfied.  The  church  of  S.  Michel, 
Dijon,  is  more  Classic  than  either  of  the  Paris  churches  mentioned, 
but  even  that  is  but  a  mixture.  The  interior  is  chiefly  remarkable 
for  having  no  derestory,  although  the  space  above  the  nave  arcades 
is  considérable.  Its  absence  may  be  due  to  a  suggestion  obtained 
firom  S.  Peter 's,  Some,  '  or  S.  Andréa,  Mantua.  In  the  west  front 
a  determined  attempt  has  been  made  to  produce  a  façade  of  the 
Senaissance,  but  one  feels  that  the  style  is  only  skinndeep.  The 
répétition  in  the  design  is  wearisoma  Portions  of  the  front  were 
designed  by  Hugues  Sambin,  said  to  hâve  been  a  pupil  of  Michel 
Angelo,  but  there  is  not  a  trace  of  that  master*s  biguess  in  the 
whole  composition. 


CHAPTER  X 

THE  ARCHITECTURE  OF  THE  LOUIS  {€.  1625-1780) 

Ko  countrj  at  any  period  can  show  so  sudden  and  marked  an 
advanoe  in  architectnial  design  as  occurred  in  France  at  the  end 
of  the  first  quarter  of  the  seventeenth  century.   The  advance  is  ail 
the  more  noteworthy  becanse  architecture  in  Italy  at  that  period 
was  at  its  lowest  ebb.    The  French  had  shown,  a  hundred  years 
before,  that  they  could  borrow  a  style  from  another  country  and 
endow  it  with  a  freshness  ail  their  own  ;  but  that  was  the  easier 
task,  in  that  they  had  their  old  style  on  which  to  graft  the  new. 
In  the  çentury  that  foUowed  the  new  had  in  tum  grown  old  ;  and 
to  lop  its  unnecessary  features  and  purify  its  exubérance  was 
more  difficult. 
J.  Lemer.         The  crédit  for  the  achievement  is  mainly  due  to  two  men, 
îôwV^^  Jacques  Lemercier  and  François  Mansard,  or  Mansart    Lemercier 
was  the  elder  by  some  thirteen  years,  being  bom  about  1585.  How 
and  where  he  obtained  his  training  is  somewhat  uncertain,  but  he 
early  became  the  protégé  of  Cardinal  Eichelieu,  and  his  fortune 
was  made.     Eichelieu  was  appointed   a  member  of  the  king's 
council  in  1624,  and  in  the  same  year  Lemercier  was  commis- 
sioned  to  carry  out  eztensive  additions  to  the  Louvre.    In  1629 
he  began  the   Palais  Boyal,  or  Cardinal,  Paris,  of  which  only 
the  Galerie  des  Proues  remains  of  the  original;  and  about  the 
same  time  the  collège  and  church  of  the  Sorbonne,  also  for  Riche- 
lieu.    Nothing  illustrâtes  better  Lemercier's  superiority  over  his 
contemporaries  than  the  design  of  this  church.    S.  Eustache  was 
being  finished  in  the  capital,  and  in  the  provinces  the  style  fol- 
lowed  was  still  transitional.    Lemercier's  church  is  Classic,  and 
Classic  of  a  purity  unobtainable  in  Italy  at  that  time,  and  other- 
wise  unknown  in  France.     The  dôme  rises  in  the  centre  of  the 
church,  but  the  plan  is  not  a  Greek  cross,  as  two  of  the  arms  are 
each  of  two  bays,  whilst  the  other  pair  are  only  of  one  bay  each. 
The  arches  of  ail  the  bays  spring  from  pilastered  piers,  and  the 
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ordioanoe  is  of  the  type  whîcb  had  previotiBly  become  général  in 
Italy,  aod  was  aabsequently  followed  in  France.  Tbe  dôme,  like 
that  of  the  chnrch  of  the  Val  de  Grâce,  Parie,  in  whicb  Lemercier 
later  had  a  sbare,  îa  double,  an  inner  dôme  beiDg  covered  by  an 
outer,  whicb  rlses  bigb  above  it.  Tbe  entrance  façade  and  tbe 
dôme  are  most  bappily  proportioned,  and  ti^tber  form  a  perfect 
aichitectural  composition.  S.  Bocb,  begun  by  Lemercier  in  1653, 
tbe  year  before  he  died,  îe  not  ao  successfiU  eitber  internally  or 
extemally,  althoagb  a  mucb  lai^'er  cborcb. 


It  is  not  often  that  an  arcbitect  gets  an  opportunily  of  laying  Town  of 
ont  a  new  town  and  designiog  ail  its  bouses  ;  bat  that  waa  Lemer-  Ri^l'oUo''- 
cier's  good  fortune.  His  client  was  hia  old  patron,  tbe  Cardinal, 
who,  baving  taken  as  title  tbe  name  of  the  vill^  in  vliich  he  waa 
born,  decided  to  rebuild  it  entirely,  so  that  it  ahould  be  worthy  of 
him,  and  at  the  aame  time  provide  lodging  accommodation  for 
important  members  of  bis  retinue.  For  tbe  whole  town  waa  but 
an  adjunot  to  a  new  château,  for  which  Lemercier  was  aiso  the 
architect.  Of  tbis  mansion  little  now  remains  beyond  a  domed 
pavillon,  but  tha  beautiful  drawings  of  it  by  Jean  Marot  ^  show 
a  wonderfol  succession  of  courtyards,  âanked  by  buildings, 
approached  from  an  immense  circular  forecourt.  Allowing  for  tbe 
artist's  exaggeration,  it  is  évident  that  the  wbole  was  planned  on 
a  royal  scale.  Tbe  town  is  almoat  unnltered.  The  northem  and 
'  "  Le  Magnlfii^ue  ohosteau  de  Richelieu." 
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southem  gatewa7S,  De  Chinon  snd  Du  Ch&tean,  still  afford  aocase 
to  it,  and  lead  direct  to  tbe  two  squares  and  the  Grande  Bae 
which  connecta  tbem.  Two  subordinate  gateways  bave  diaap- 
peared,  but  the  moat  and  the  enclosing  wall  remaiu.  Tbe  fronts 
of  the  honaes  in  tbe  Orande  Ene  are  ail  alike.  Eacb  bas  a  wide 
arcbway  in  the  centre,  witb  two  Windows  on  eacb  aide  and  fîve 
Windows  above.  The  blocks  of  atone  orer  the  entrances  were 
intended  to  be  oarved  witb  the  arma  of  tbe  Cardinars  followers, 
bat  tbÎB  bas  only  been  done  in  one  or  two  caaea.^    The  main  cor- 
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nice  of  tbe  bouses  is  continnoaa  from  end  to  end  of  the  street  ;  bnt 
tbe  bigb-pitcbed  roofs  are  separated,  eacb  house  baving  its  own 
roof,  bipped  on  ail  sides — a  wise  précaution  againat  spread  of  Sre. 
Eacb  bouse  bas  its  courtyard  and  garden  beyond,  but  only  oae 
haa  tbe  effective  dea^  illustrated  in  Fig.  163.  The  boaaea  in  tbe 
aubordinate  streets  and  surrounding  tbe  aquarea  are  leas  lofty  and 
imposing — tbe  windowa  of  tbe  upper  fioor  breaking  throagb  the 
comice — but  at  eacb  corner  of  botb  squares  is  a  lai^ger  bouse, 
similar  in  size  and  design  to  the  bouses  in  the  main  street.  Tbe 
effect  produced  by  tbia  grouping  is  excellent.     Both  squares  are 

'  The  (own  wtu  usâniabed  at  tbe  Gudinare  death. 


Pio.  164.— RiCHELiKH,  Porte 
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lined  by  trees,  the  successors  probably  of  those  planted  bj  order 
of  the  Cardinal. 

Before  the  time  of  Lemercier  pilasters  on  extemal  walls  had  Quoin 
begon  to  go  ont  of  fashion,  and  what  may  be  ealled  the  "  quoin  "  ^^' 
era  succeeded.  There  are  thousands  of  domestic  buildings  in 
France  of  the  period  of  Louis  XIII.  and  XIV.  which  would  be 
dreary  if  it  were  not  for  their  quoina  Thèse  corne  at  the  angles 
of  waUs,  the  sides  of  Windows»  and  are  also  continued  vertically 
from  one  window  to  another,  and  above  the  topmost  Windows  to 
the  main  comice.  Thèse  Connecting  quoins  are  the  direct  de- 
scendant of  the  short  pilasters  in  the  Loire  district,  which  connect 
the  window-framing  pilasters  of  one  storey  with  similar  pilasters 
above  or  below.  AU  the  houses  at  Bichelieu  are  of  this  design — 
simple,  dignified,  unexciting,  but  very  reposeful.  They  are  well 
proportioned,  good  in  scale,  hâve  well-designed  comices  at  the 
eaves,  and  many  of  the  dormers,  although  lacking  the  importance 
of  earlier  ones,  are  not  ineffective.  In  the  entrance  gâtes  of  the 
town  occurs  the  broad  simply  channelled  pilaster,  which  is  another 
characteristic  of  seventeenth-century  building,  and  was  an  especial 
favourite  with  eighteenth-century  French  architects. 

François  Mansard  was  the  son  of  Pierre  Mansard,  the  king's  François 
carpenter,  and  so  was  early  initiated  into  the  mysteries  of  building  ^S^^f^ 
craft.  When  only  twfButy-eight  he  designed  the  château  of  Bal-  1666). 
leroy,  between  Bayeux  and  Saint  Lô,  one  of  the  stateliest  of  French 
country  houses.  It  is  approached  by  a  very  wide,  straight  vil- 
lage Street,  which  leads  to  a  bridge  across  a  sniall  river,  on  the 
opposite  bank  of  which  stands  the  château.  Its  appearance  is 
very  imposing.  The  main  block  consists  of  a  lofty  centre  of 
three  storeys,  with  domiers  above,  which  projects  a  few  feet  in 
front  of  the  rest  of  the  façade,  which  is  a  storey  low;er.  The 
central  part  is  crowned  by  a  steep-pitched,  hipped  roof,  sur- 
mounted  by  a  belvidere  ;  and  the  roofs  of  the  wings  are  also  hipped 
on  ail  sides.  The  whole  is  raised  on  an  extensive  terrace,  on  the 
front  part  of  which  stand  also  two  one-storied  out buildings,  to  the 
right  and  left,  which  frame  in  the  main  building  and  give  it  scale. 
The  design  throughout  is  very  simple,  but  shows  how  effective  the 
"  quoin  "  treatment  can  be  when  carried  out  boldly. 

Another  work  of  Mansard's  in  Normandy,  the  small  château 
of  Brécy,  now  a  farmhouse,  a  few  miles  from  Caen,  shows  the 
giant  at  play.  The  entrance  courtyard  is  enclosed  in  front  by  a 
pilastered  walI,  with  a  well-proportioned  central  gateway  ;  but  the 
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chief  interest  lies  in  the  rectangular  garden  at  the  back.  This  is 
of  no  great  size,  but  its  divisions  and  terraces  at  difforent  levels 
give  it  considérable  dignity. 

Mansard's  two  finest  secnlar  buildings  are  the  additions  he 
made  to  the  château  of  Blois,  for  Gaston  d'Orléans,  in  1635,  and 

Seine  and   the  château  of  Maisons,  near  Paris,  commenced  a  few  years  later. 

Biois.  jj£g  inijention  at  Blois  was  to  pull  down  the  whole  of  the  François 
premier  wing  on  the  north  side  of  the  courtyard — ^he  did  demolish 
a  small  portion — and  to  rebuild  it  to  match  his  new  west  wing. 
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Fia.  166. 

Fortunately  the  work  never  proceeded  so  far  ;  as,  fine  though  the 
efiTect  would  doubtless  hâve  been,  the  destruction  of  the  earlier 
work,  with  its  wonderful  extemal  staircase,  would  hâve  been  a 
great  calamity.  The  courtyard  side  of  Mansard's  wing  was 
never  finished.  On  some  of  the  columns  the  flutings  are  only 
half  made,  on  others  they  are  not  even  commenced;  and  the 
triglyphs  and  métopes  are  only  partially  worked  on  the  frieze. 
Inside,  the  splendid  carving  in  and  round  the  panels  of  the  ceiling 
of  the  staircase-hall  la  incomplète,  and  in  places  only  outlined. 
But  enough  is  carved  to  show  the  great  beauty  of  the  design. 
The  façade  facing  the  court  is  three  storeys  in  height,  eaoh  storey 


FlO.    167.— CHÏTBiD   DE  BlOIS,   DOUE  OVBB 


Fkj.  161>.— ChXteac  db  Br.ois,  Gaston  d'Obleabs'  wiso,  pobtion  of 
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having  its  own  order.  The  effect  is  somewhat  dnll,  and  vonld  be 
worae  if  it  were  not  for  the  perÏBtyle,  cnrved  ia  plan,  which  cornes 
in  front  of  the  corners  to  the  right  and  left.  The  terrace  façade 
is  far  better.  The  gronnd  is  at  a  higher  level  than  on  the  court- 
yard  aide,  and  is  reached  by  the  fîrst  âight  of  seven  stepe  of  the 


main  etaircasa  The  ground  storey  consequently  is  treated  as  a 
basement,  and  only  the  two  npper  storeys  are  pilaâtered.  In  no 
building,  probably,  Ls  the  superiority  of  a  low,  simple  ground 
storey  over  a  hîgh  omamented  one  better  demonetrated.'    The 

'  In  "Xie  Qruid  Muot"  ezleniiTe  gardana  ue  lepresented  oa  the  aonth  or 
temoe  aida,  which,  if  thaj  evet  eziated,  are  now  eut  through  b;  the  TCMd,  far 
below  the  level  of  tbe  terraoe,  whioh  nuu  round  the  castle.    In  ths  same  book 
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château  of  Maisons,  like  that  of  Balleroy,  faces  a  bridge  over  a 
river,  but  hère  the  river  is  the  Seine.  In  this  building  Mansard, 
as  at  Blois,  adopted  the  pilaster  treatment  for  walls.  The  efiect, 
however,  is  much  better  than  usual,  as  most  of  the  pilasteim 
are  in  pairs.  The  front  facing  the  river  is  not  so  happy  as  the 
gardon  firont;  in  great  measuie  because  of  the  side  wings  of 
the  latter  with  their  one-storeyed  projections,  which  are  terraoed. 
Thèse  are  the  best  features  in  the  building,  and  altogether 
admirable.^  The  planning  inside  is  stately;  the  rooms  are  well 
proportioned,  and  many  of  them  retain  their  old  fireplaoee, 
ceilings,  doorways,  etc.  The  most  efifective  feature  of  the  interior 
is  the  séries  of  groups  of  children  in  high  relief,  cleverly  introduced 
as  a  frieze  between  piksters  under  the  ceiling  of  the  principal 
staircose. 
Val-de-  The  most  important  church   desigaed  by  Mansard    is  the 

Grftoe.  Yal-de-Grâce,  Paris.  The  church  and  its  surrounding  buildings, 
however,  had  not  proceeded  far  before  the  work  was  suspended; 
and  when  it  was  continued,  Lemerder  and,  later,  other  architects 
carried  it  to  completion.  The  façade  of  the  church  has  not  the 
simple  dignity  and  fine  proportions  of  Lemercier's  church  of  the 
Sorbonne  ;  and  the  heavy  consoles  at  the  sides  which  act  as  flyîng 
buttresses,  are  overdone.  For  the  latter,  however,  Lemuet  and 
Leduc,  who  followed  Lemercier,  are  probably  responsibla 
Saooeed-  Lemercier  and  François  Mansard  were  succeeded  by  a  brilliant 

ingarchi-  group  of  meu,  of  whom  Louis  Levau  (or  Leveau)  (1612-1670), 
^^'  Claude  Perrault  (c.  1613-1688),  Jean  Marot  (c.  1620-1679),  and 
Antoine  Le  Pautre  (1621-1682)  are  the  best  known.  Thèse  men, 
together  with  the  two  first  named,  started  the  style  known  as 
Louis  Quatorze  (1643-1715),  which,  under  the  hands  of  Jules 
Hardouin  Mansard,  Robert  de  Cotte,  and  others,  became  somewhat 
stereotyped. 
Gomple-  To  this  group  belongs  the  completion  of  the  Louvre  ;  excepting 

iiowe!^*  the  portions  added  in  the  last  century.  In  1624,  by  command  of 
Louis  XIII.  and  his  minister  Bichelieu,  Leoiercier  began  the 
extensive  additions  which  enlarged  the  courtyard  to  four  times 
the  size  originally  contemplated.  He  more  than  doubled  the 
length  of  the  west  side,  adding  the  central  pavillon,  and  built 

are  shown  belvédères  on  top  of  the  central  and  angle  pavillons,  which  cannot 
hâve  improved  the  design. 

^  The  château  is  now  isolated,  and  where  its  gardens  were  formerlj  are  viUa 
résidences,  but  a  great  portion  of  the  weU-laid-out  park  beyond  remains. 
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nearly  half  of  the  north  aide.  To  the  west  he  had  the  good  taste 
to  repeat  exactly  Lescot's  design  with  the  attic  upper  floor.  To 
the  north,  he — or  Levau  who  succeeded  him,  which  does  not 
appear  quite  certain — substituted  a  whole  storey  with  a  complète 
order.  The  change  is  no  improvement.  A  séquence  of  three 
orders  is  rarely  auccessf  uL  The  Italians  showed  their  wisdom  by 
seldom  attempting  it.  The  remaining  sides  of  the  court  were 
finished  by  Levau,  who  was  Mazarin's  jprotÀgé,  between  1654  and 
1664.  He  was  a  safe  man  who  could  be  trusted  to  repeat 
Lescot's  gênerai  design  and  détail  without  modifications,  the 
unfortunate  upper  storey  excepted.  Where  he  was  obliged  to 
départ  from  the  onginsd,  as  in  the  central  bays  on  each  side 
where  the  entrances  come,  he  faUed.  The  pediments  over  thèse 
are  deplorably  weak,  but  he  was  hampered  by  the  three  orders, 
which  prevented  his  making  the  top  entablature  of  sufflcient  size. 
By  the  time  Levau  had  finished  the  inside  of  the  court,  the 
question  of  the  outer  façades,  especially  the  long  front  to  the 
east,  had  become  acute.  Levau  prepared  a  design,  but  Golbert, 
who  had  succeeded  Mazarin  as  minister  to  Louis  XIY.,  would 
hâve  none  of  it.  Bemini  was  summoned  from  Borne.  His 
proposais  were  most  drastic;  and  consisted  of  nothing  less  than 
sweeping  away  ail  existing  buildings  of  the  Louvre  and  Tuileries, 
and  starting  a  new  gigantic  palace  to  cover  their  sites,  and  also 
the  ground  between  them.^  Luckily  his  plans  were  not  accepted. 
They  hâve  many  fine  points,  but  no  matter  how  splendid  the 
resuit  might  hâve  been,  Lescot's  wing  would  hâve  disappeared' 

As  the  resuit  of  muoh  intrigue,  a  design  submitted  by  Claude  East 
Perrault  was  ônally  accepted,  and  work  in  accordance  with  it  ^9*^®- 
was  commenced  in  1665.  Perrault  was  famous  as  a  physician, 
anatomist,  and  mathematician,  and  his  interest  in  and  enthusiasm 
for  architecture  were  undoubted.  He  was  a  man  of  great  ability  ; 
and  if  he  really  made  the  design  for  the  east  front  of  the  Louvre 
himself,  he  deserves  a  very  high  place  amongst  architects. 
Doubts  as  to  this,  however,  were  current  from  the  first.  Jacques 
François  Blondel,  writing  some  seventy  years  after  the  work  was 
done,  refers  to  them,  but  characterizes  as  disgraceful  the  attempt 

'  His  design  is  reproduced  in  "L'Architecture  Française/*  bj  Jacques 
François  Blondel  (in  Vol.  iv.  of  the  republication),  together  with  Perrault's 
design  for  a  similar  rebuilding. 

*  Sir  Ghristopher  Wren  records,  when  in  Paris,  "  Bemini's  design  for  the 
liouvre  I  would  hâve  given  my  skin  for,  but  the  old  resenred  Italian  gave  me  but 
a  few  minutes'  view."    Ëvidently  Wren  thought  highly  of  it. 
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to  rob  Perrault  of  the  crédit.  One  suggestion  made  is  that  the 
design  was  really  due  to  Perrault's  brother  Charles,  also  an 
amateur.  This  seems  improbable;  if  one  may  judge  from  a 
design  by  Charles  for  a  triumphal  arch,  illustrated  in  Blondel's 
book,  which  is  an  impossible  production,  bad  in  scale,  covered 
with  omament,  and  without  a  trace  of  the  réticence  and  dignity 
so  conspicuous  in  the  Louvre  façade.  Another  suggestion  is  that 
the  design  was  really  Levau's  ;  but  that  he  could  not  claim  the 
authorship  owing  to  Colbert's  opposition  to  him.^  He  apparentlj 
superintended  the  work,  as  premier  architecte  du  roi,  but  he 
may  hâve  done  that  without  having  designed  it.  The  front,  with 
its  simple,  effective  ground  storey,  noble  péristyle  of  columns  in 
pairs  above,  standing  several  feet  in  front  of  the  wall  behind,  and 
framed  by  the  more  solid  bays  at  each  end,  is  far  superior  to 
anything  of  Levau's  on  the  courtyard  side.  The  divisions  and 
décorations  of  the  pilastered  back  wall  are  masterly.  The  pediment 
in  the  centre  over  the  entrance  is  far  finer  in  scale  than  the  pedi- 
ments  in  the  court.  Either  Perrault  was  served  by  a  very  able 
ghost — and  who  that  ghost  can  hâve  been  the  list  of  contemporary 
architects  fails  to  suggest — or  else  he  had  a  marvellous  genius  for 
architecture.  His  plan  for  uniting  the  Louvre  and  Tuileries  is  a 
fine  one,  and  there  is  no  reason  why  that  at  least  should  not  hâve 
been  entirely  his  own.*  In  the  seventeenth  and  eighteenth  centuries 
architecture  was  studied  and  understood  by  other  than  architects. 
A  physician,  with  some  knowledge  of  it  and  with  ideas,  might  make 
such  a  plan.  But  an  élévation,  with  its  difficulties  of  perspective, 
light  and  shade,  foreshortened  proportions,  and  last,  but  not  least, 
fine  scale,  is  another  matter.  To  design  one  so  fuU  of  dignity  and 
originality  as  the  east  front  of  the  Louvre,  and  so  far  in  advance  of 
contemporary  work,  requires  greater  knowledge,  and  knowledge 
of  a  différent  and  more  intimate  kind.  If  Perrault  possessed  that 
his  versatility  must  hâve  been  phénoménal. 

The  north  and  south  outer  façades  were  also  carried  ont  by 
Perrault,  but  are  dull  by  comparison  with  the  east  façade.  After 
thèse  were  finished,  little  more  was  done  for  over  a  oentury. 
Not  until  the  time  of  the  First  Empire  was  any  serions  attempt 
made  to  unité  the  Louvre  and  Tuileries  to  the  north.  Between 
the  two  buildings  were  houses,  streets,  squares,  a  whole  district 
of  the  city,  and  this  had  to  be  swept  away.     TJnder  Napoléon  I. 

1  See  "  Dictionnaire  des  Arobitectes  Français,"  by  A.  S.  Lanoe. 
'  See  footnote  on  preoeding  page. 
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considérable  progress  was  made,  and  the  work  was  completed 
under  Napoléon  III.  But  what  had  taken  more  than  three 
centuries  to  achieve  only  lasted  a  few  years.  The  Tuileries  was 
burnt  in  the  Commune  ;  and  its  ruins  were  cleared  away  in  the 
eighties  of  the  last  century. 

Levau  should  not  be  judged  by  his  work  at  the  Louvre.    His  Louis 
versatility  and  power  of  design  are  better  shown  in  the  château  ^^^' 
of  Vaux-le-Vicomte,  near  Fontainebleau,  the  plan  of  which  is 
very  fine;  the  Collège  des  Quatre  Nations,  founded  by  Mazarin 
in  1661,  now  the  Institut  de  France  ;  and  the  Hôtel  Lambert,  in 
the  Bue  de  Tîle  S.  Louis,  Paris.    The  curved  front  of  the  Collège 
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is  an  excellent  idea,  possibly  suggested  by  the  Une  of  the  old 
foreshore  of  the  river.  In  élévation  the  curved  portions  are  not 
so  successful  as  the  rectangular  wings  at  the  ends.  The  pilasters 
of  the  latter,  running  the  fuU  height  of  the  building,  hâve 
considérable  dignity,  and  the  détail  is  excellent.  The  courtyard 
haa  some  good  points,  and  from  it  the  dôme  over  the  central 
block  appears  more  striking  than  from  the  river.  The  most 
interesting  architectural  feature  of  the  Hôtel  Lambert  is  the 
outside  staircase  at  the  end  of  the  court  facing  the  entrance. 
Between  the  columns  in  front  of  this,  however,  a  glass  front  has 
recently  been  erected  which  has  ruined  the  design,  although  it 
may  hâve  been  necessary  for  comfort. 
VOL.  m,  p 
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'iji  Faatre's  best  work  ia  the  Hôtel  de  Beauvais,  iu  the  Bue 
Fiançoû-Miron,  Paris.     In  plan,  it  is  as  strikiDg  an  instanoe  as 


HOTEL  LAMBERT,  PARIS 


iM    COVRTYARD 


the  Falazzo  Massimi,  Borne,  of  liow  symmetry  cas  be  obtained 
on  an  exceedingly  irregulai  site.  Tbe  élévation  faoing  the  sta-eet 
is  now  veiy  simple,  but  may  possibly  bave  been  difik«ut  originally. 
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The  chief  interest  lies  in  the  courtyard,  which  is  excellent  both  as 
regards  plan  and  design.  A  bairel-vaulted  carriage-way,  nnder 
the  front  portion  of  the  house,  leads  to  an  open  circular  vestibule 
with  detached  columns  on  the  conrtyard  side.  The  opposite  end 
of  the  court  is  much  narrower  than  the  outrance  end,  and  the 
ground  storey  is  curved  in  plan,  whilst  on  the  first  floor  an 
exceedinglj  well  designed  doorway,  or  window,  flanked  by  columns, 
is  recessed  to  allow  of  a  balcony  in  front.  An  effective  entablature 
runs  round  the  court  above  the  ground  storey.  This  is  continued 
over  the  columns  of  the  circular  vestibule  ;  but  in  order  to  prevent 
its  appearing  too  heavy  at  this  point  the  détail  is  varied;  in 
the  fheze,  triglyphs  take  the  place  of  the  bold  corbel^brackets 
elsewhere,  whilst  the  carving  of  the  métopes  has  less  projection. 
Altogether  the  design  is  full  of  interest.  In  1652  Le  Pautre 
published  ''  Les  œuvres  d'architecture  d'Antoine  Le  Pautre."  This 
book,  as  might  hâve  been  expected  of  the  author  of  the  Hôtel  de 
Beauvais,  is  well  worthy  of  study.  Its  great  attraction,  however, 
lies  in  the  beauty  of  the  draughtsmanship  of  the  illustrations, 
which  were  designed  and  drawn  by  his  brother  Jean,  an  engraver 
of  high  repute.  Some  of  the  décorative  designs  in  the  book  are 
incomparable.  Jean  Marot,  like  Du  Cerceau,  is  better  known  by 
his  publications  than  his  buildings.  "  Le  Magnifique  Chasteau  de 
Bichelieu"  has  already  been  mentioned.  He  issued  a  book  on 
contemporary  French  architecture  (no  date)  which  has  been 
republished  in  différent  forms.  One  édition  is  known  as  "Le 
Grand  Marot  "  ;  another,  very  inferior,  as  "  Le  Petit  Marot"  The 
above-mentioned  books,  and  others  published  previously  or  subse- 
quently,  made  the  French  absolutely  independent  of  Italian 
writers,  and  contributed  not  a  little  towards  their  émancipation 
from  Italian  architecture. 

Many  other  buildings  of  the  seventeenth  century  might  be 
mentioned.  In  Paris  there  are  several  due  to  Lemerder,  F. 
Mansard,  and  others.  In  the  provinces  few  towns  are  without 
examples.  At  Soissons,  the  small  Pavillon  des  Arquebusiers 
((j.  1623)  is  an  early  and  effective  example  of  "  quoin  "  design. 
At  Noyon,  near  the  west  front  of  the  cathedral,  and  at  Orléans, 
are  many  statëly  town  houses  of  the  old  nobility.  Caen,  Abbeville, 
and  other  towns  in  the  north  are  full  of  sindlar  examples.  At 
Saumur  the  church  of  Nôtre  Dame  des  Ardilliers  deserves  spécial 
mention  because  its  nave  is  circular,  and  churches  of  that  plan 
are  rare  in  the  provinces.    It  is  nearly  seventy  feet  in  diameter 
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internally,  and  is  therefore  of  good  size,  and  the  dôme  that 
covers  it  is  well  proportioned.  The  churches  and  houses  of  this 
period  reoeive  scant  description  in  gnide  books,  are  frequently 
entirely  unmentioned,  but  they  are  well  worth  seeking,  and 
better  merit  attention  than  earlier  ezamples,  possibly  more 
''  picturesque/'  which  find  a  place  in  most  sketch-bocks. 

Jules  Hardouin  Mansard  (1643-1708)  dominâtes  the  end  of  J.  H. 
the  seventeenth  century  and  the  commencement  of  the  eighteenth. 
He  was  the  son  of  Jules  Hardouin^  first  king's  painter,  his  mother 
being  a  nièce  of  François  Mansard,  whose  sumame  he  took. 
Amongst  the  architects  of  his  time  he  does  not  appear  to  hâve 
been  popular,  but  his  unpopularity  may  hâve  been  due  to  the 
commanding  position  he  occupied  in  the  architectural  world. 
Daviler,  the  author  of  "  Cours  d'Architecture,"  first  published  in 
1696,  and  a  man  of  considérable  ability,  worked  for  him  as 
assistant  for  some  time,  and  does  not  give  him  a  good  name.  He 
records  that  he  "  wasted  five  years  in  that  capacity."  His  prin- 
cipal assistant  was  CaiUeteau  Lassurance,  architect  of  the  Palais 
Bourbon,  now  part  of  the  Chamber  of  Deputies,  who  designed 
many  of  the  largest  of  the  old  private  hôtels  in  the  Faubourg  S. 
Grermain.  Saint-Simon,  famous  for  his  Memoirs,  writing  at  the 
time  of  Mansard's  death,  insinuâtes  that  neither  Mansard  nor  his 
successor,  Bobert  de  Cotte,  knew  anything  about  building,  and 
that  Lassurance  was  their  "ghost,"  quOh  tenaient  tant  qu'ils 
pouvaient  eous  def.  But  Saint-Simon  had  a  malicious  pen,  and 
his  injustice  towards  those  he  disliked  is  proverbial.  Mansard 
could  not  possibly  hâve  carried  out  aU  the  work  attributed  to  him 
without  substantial  aid,  but  it  does  not  foUow  that  his  best  works 
were  not  his  own. 

The  list  of  town  and  country  houses  he  designed  is  stupendous. 
He  was  not  content  with  merely  single  buildings;  he  erected 
whole  "quartiers."  At  Paris,  the  Place  Vendôme  (originally 
Place  Louis  le  Grand)  and  Place  des  Victoires  are  his,  in  addition 
to  other  large  works.  To  the  Hôtel  des  Invalides,  commenced  by 
Libéral  Bruant,  he  added  the  famous  Dôme,  his  greatest  artistic 
achievement  (see  Figs.  129  and  131).  At  Versailles  he  built  the 
château,  almost  a  town  in  itself. 

The  Place  Vendôme  differs  from  other  squares  in  that  a  house 
is  built  across  each  of  the  four  corners.  Thèse  four  houses, 
together  with  the  central  houses  on  two  sides  of  the  square,  are 
emphasized  by  pediments.     The  other  houses  are  balustraded  on 
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top.  Otherwise  ail  are  alike,  as  well  as  the  houses  in  ihe  streets 
to  the  north  and  south.  The  effect  is  still  very  dignified,  although 
minor  altérations,  especially  in  the  arched  openings  of  the  ground 
storey,  hâve  somewhat  spoilt  the  design.  Such  arched  openings 
were  a  tradition  in  France,  dating  from  mediœval  times,  and  they 
hâve  continned  down  to  the  présent  day.  The  actual  openings 
were  often  square  headed,  the  semicircle  above  being  filled  by 
panelling,  or  by  a  window  lighting  the  mezzanine,  or  entre-sol, 
which  so  frequently  divides  the  ground  storey  from  the  important 
first  floor.  In  the  Place  Vendôme  pilasters  of  the  Gorinthian 
order  start  at  the  first-floor  level  and  run  through  two  storeys  to 
a  well-proportioned  entablature  crowning  the  wall.  This  was  the 
favourite  treatment  in  Mansard's  day.  After  his  death  it  was 
abandoned  in  favour  of  the  simple,  straight-sided,  channelled 
pilaster,  introduced  before  by  Lemercier  and  François  Mansard, 
which  is  referred  to  later. 
Ver-  High  praise  cannot  be  given  to  Mansard's  great  building  at 

■**^^*  Versailles.  It  is  great  only  in  siza  This  was  his  finest 
opportunity,  and  he  cannot  be  said  to  hâve  made  the  most  of 
it.  He  was  possibly  hampered  to  some  extent  by  an  existing 
building  by  Levau  which  he  had  to  incorporate,  and  also  by 
instructions  from  the  king.  Whether  judged  from  the  entrance 
court  or  from  the  gardons,  the  main  composition  is  unsatisfactory. 
From  the  court,  the  centre  is  too  much  recessed  ;  from  the  gardena 
the  wings  look  as  though  they  do  not  belong  to  the  central  block. 
The  entrance  courtyard  itself  is  planned  on  fine  Unes.  Now 
dismal,  bare,  and  deserted,  it  presented  a  différent  appearance 
when  thronged  with  carriages,  cavaliers,  pages,  and  courtiers. 
The  chief  main  faults  of  the  building  are,  firstly,  that  there  is 
no  central  commanding  feature  ;  and  secondly,  that  there  are  no 
enclosed  courtyards  of  anything  approaching  fine  dimensions. 
The  chapel  only  rises  sufficiently  high  to  produce  an  unsatis- 
factory break  in  the  sky-line;  otherwise,  the  building  is  of  one 
height.  The  courts  of  the  central  block  are  merely  light-giving 
areas.  The  chapel,  judged  by  itself,  and  separated  from  its  sur- 
roundings,  is  a  success.  It  is  really  dignified;  especially  the 
interior,  with  its  range  of  columns  at  the  gallery  level  which 
support  the  main  entablature  from  which  springs  the  vault. 
Garden  ^^^  gardeu  front  might  hâve  been  improved  if  wings  had  been 

front.         built  at  the  ends,  standing  forward  as  far  as  the  central  block. 
Such  wings  would  hâve  enabled  the  length  of  the  fixmt  to  be 
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jadged  from  the  garden,  whioh  uow  ia  impossible,  and  would  also 
hftve  enclosed  two  stately  courtyards,  open  to  the  garden,  eaoh 
about  450  feet  by  300.  The  whole  of  the  front  is  of  three  storeya, 
the  top  storey  being  an  attic  crowned  by  a  balustrade.  The 
moDOtony  of  the  balustraded  outline  is  moat  depresaing,  extending 
as  it  doea  for  moie  tban  a  third  of  a  mile.  The  sculptured  groupa 
and  fioiala  above  tlie  baluatrade — which  are  reatorations — are 
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effective  if  a  amall  portion  of  the  front  ia  taken  by  itaelf,  bnt  in 
the  maaa  they  are  lost.  The  aame  remark  applies  to  the  project^ 
îi^;  baya.  Thsse  are  only  carried  as  high  as  the  entablature  which 
rangea  with  the  first  floor,  and  above  that  level  conaist  merely  of 
detached  columna.  They  do  not  tberefore  tell,  save  în  strong  sun- 
abine.  la  portions  of  the  entrance  front  pilastera  are  carried 
tbrot^h  two  storeya,  and  posalbly  the  effect  voald  hâve  been 
better  if  tbia  treatment  bad  been  adopted  facing  the  garden. 
Altogether  the  parta  are  too  nnmerons  and  too  small,  and  the  baya 
too  narrow.  The  building,  as  a  whole,  lacks  dignity,  the  oue 
qnality  a  large  building  should  posseaa. 
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The 
interior. 


Orangery. 


Gardons, 
etc. 


Many  rooms  in  the  palace  are  individually  well  proportioned 
and  of  good  size,  but  somehow  tbey  fail  to  impiess,  possibly 
because  they  are  so  numerous  that  one*s  sensé  of  scale  becomes 
confused.  The  Salle  des  Olaces  is  the  laigest  and  by  far  the  most 
successful.  That  really  does  look  large,  in  great  measure  owing 
to  the  mirrors  facing  the  Windows.  Each  mirror  consists  of  many 
separate  pièces  set  in  narrow,  gilded,  métal  frames,  which  help  to 
give  scale.  The  same  design  with  single  sheets  of  plate  glass 
in  each  division  woald  be  unbearable.  The  private  apartments  of 
Marie  Antoinette,  with  the  later  décoration  of  her  time,  form  a 
charming  suite. 

At  the  south  end  of  the  wide  terrace  which  stretches  the 
whole  leugth  of  the  garden  front,  forming  an  extensive  plateau,  is 
the  Orangery.  This  is  a  vast  sunk  garden,  with  a  simple  arcaded 
façade  as  a  background,  and  great  flights  of  steps  on  either  sida 
leading  down  to  the  lower  level.  Hère  one  obtains,  what  one 
never  obtains  any  where  in  the  main  building,  an  absolute  sensa- 
tion of  size.  The  effect  is  magnificently  stately,  and  the  finest 
architectural  picture  at  Versailles. 

The  gardens  at  Versailles  are  something  distinct  from  the 
palace.  As  a  rule,  garden  and  house  help  each  other  ;  are  bound 
together,  and  part  and  parcel  of  one  design.  At  Versailles  it  is 
difficult  to  see  the  gardens  fnom  the  house,  and  practically  impos- 
sible to  see  the  house  from  the  gardens.  The  royal  apartments, 
however,  being  on  the  first  floor,  the  former  drawback  did  not  so 
much  matter,  as  from  the  Salle  des  Glaces,  at  ail  events,  a  fair  view 
is  obtainable.  Le  Nôtre,  the  designer  of  the  gardens,  followed  bis 
usual  plan  of  principal  parallel  alleys  and  minor  diagonal  ones,  with 
circles  at  most  intersections.  The  Trianons  occupy  a  corner.  The 
Grand  Trianon,  begun  by  Mansard  in  1688,  after  the  château  was 
finished,  is  a  very  clevor  example  of  an  Italian  villa,  and  consists 
of  a  single  storey  and  a  basement.  It  is  practically  two  distinct 
buildings,  joined  by  a  loggia  open  on  both  sides.  One  side  is 
arched,  the  other  lintelled,  a  somewhat  unusual  and  not  altogether 
satisfactory  combination.  The  outside  walls  are  of  yellow  stone, 
the  columns,  pilasters,  and  frieze  of  the  main  entablature  being 
pink  marble.  The  design  of  the  Petit  Trianon  is  entirely  différent. 
The  building  is  three-storied  in  front  and  two-storied  at  the  back. 
It  was  not  commenced  until  1766,  and  is  one  of  the  best-propor- 
tioned  examples  of  late  work  ;  delightful  in  détail  inside  and  out, 
and  a  crédit  to  its  architect,  Jacques  Ange  Gabriel. 
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With  the  death  of  Mansard,  in  1708,  the  last  of  the  great  Maïuard'a 
architects  of  Louis  XIV.*s  time  passed  away.  His  principal  suc- 
cessors  were  his  brother-in-law,  Eobert  de  Cotte  (1656-1735),  who 
continued  his  practice  and  completed  most  of  his  un&nished 
buildings,  Germain  Bofifrand  (1667-1754),  Cailleteau  Lassurance 
(d.  1724),  and  his  son  Jean  (d.  1755). 

The  work  of  the  time  of  Louis  XY.  has  got  a  bad  name,  but  it  charac- 
does  not  deserve  it.  The  term  "  Louis  Quinze  "  is  often  applied  to  JJ^louIs 
anything  that  is  twisted  and  distorted  in  form  and  overflorid  in  xv.  work. 
décoration.  Bad  imitations,  especially  of  the  fumiture  of  the 
period,  are  largelj  responsible  for  this  réputation.  The  real  thing 
is  very  différent.  The  buildings — extemally,  at  least — err  in 
beiug  too  plain,  if  that  be  an  error.  Their  façades  are  so  simple 
that  they  are  easily  passed  by.  But  a  little  attention  bestowed 
upon  them  is  well  repaid.  Then  their  beauties  reveal  themselves 
coyly  one  by  one.  In  the  first  half  of  the  seventeenth  century  the 
"quoin"  treatment  found  most  faveur  for  window  jambs  and 
extemal  angles  ;  in  the  second  half  Mansard  popularized  the 
Gorinthian  pilaster.  In  the  eighteenth  century  the  simple,  chan- 
nelled  pilaster  is  often  the  only  sign  that  the  outsides  of  buildings 
received  any  architectural  thought  at  ail.  Thèse  pilasters  corne 
generally  at  the  extemal  augles,  and  also  frequently  flank,  in 
addition,  outrance  doorways.  They  hâve  no  capitals,  frequently 
no  bases,  and  reach  from  the  plinth  to  the  main  comice  at  the 
eaves.  They  relieve  in  many  cases  what  otherwise  would  be  too 
great  simplicity,  and  in  ail  instances  strengthen  the  corners,  both 
literally  and  figuratively.  Window  openings,  as  a  rule,  are  quite 
plain,  sometimes  without  architrave  at  ail,  at  other  times  sur- 
rounded  by  a  plain  band  resting  on  a  well-designed,  moulded  cill. 
The  openings  generally  start  from  quite  close  to  the  floor,  affording 
an  opportunity  for  an  iron  grille  or  balcony-front  to  each.  In 
mauy  buildings  thèse  grilles  are  delightful  in  design  and  work- 
manship,  and  the  only  relief  to  an  otherwise  absolutely  plain  front. 
In  the  time  of  Lemercier  and  F.  Mansard  keystones  of  Windows 
and  doorways  were  carved  as  grotesque  faces  or  masks.  Some  of 
the  most  effective  are  over  the  openings  in  the  court  of  the  Hôtel 
Gamavalet.  In  the  eighteenth  century  they  are  also  often  carved 
as  faces,  but  the  object  of  the  sculptors  was  to  make  thèse  as 
'*  gracieuse  "  as  possible,  and  women's  faces  predominate.  Often 
the  carving  extends  beyond  the  keystone  proper,  and  wanders  in 
leaves  and  flowers  over  the  neighbouring  voussoirs.    Theoretically 
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this  may  be  wrong,  but  tbe  work  is  executed  with  such  grâce  and 
lightness  of  toucb  that  a  man  must  indeed  be  wedded  to  mgged- 
ness  who  does  not  admit  and  appreciate  its  beauty.  Sometimes 
tbe  faces  are  omitted»  and  frolicsome  carving  alone  is  substituted. 
Brackets  supporting  balconies  are  aiso  frequently  carved.  The 
exubérance  displayed  in  thèse  is  less  pardonable,  because  what- 
ever  carries,  or  seems  to  carry,  weight  should  appear  strong  rather 
than  omamental.  More  licence  is  permissible  in  brackets  which 
are  purely  architectural  features,  like  those  under  the  straight 
portions  of  the  comice  of  the  gateway  in  Fig.  183.  Thèse  brackets 
and  keystones  illustrate  well  the  maxim  that  it  is  better  to  hâve 
little  carving  and  hâve  that  little  good,  than  much  and  indiffèrent. 
And  the  simplicity  of  the  surroundings  emphasizes  the  richness  of 
thèse  spots  of  ornamentation. 
Interion.  The  interiors  are  the  very  opposite  of  the  exteiiors.  They  are 
proof  that  the  architects  could  revel  in  omament  when  they 
chose»  and  to  some  extent  prove  that  they  deliberately  used  it 
sparingly  outside.  But  although  the  interiors  are  so  rich — se 
florid,  if  the  term  is  preferred — they  are  not  gaudy.  The  fact  that 
ail  parts  of  a  room  are  equally  rich  prevents  the  richness  from  being 
too  apparent  It  may  sound  paradoxical  to  claim  that  the  plainer 
a  room  is  the  richer  it  often  appears,  but  the  statement  is  never- 
theless  correct.  One  elaborate  feature  may  so  dominate  its  sur- 
roundings that  ail  else  is  forgotten.  The  plainer  its  setting,  the 
more  its  influence  is  felt.  If  the  eighteenth-century  architects 
had  held  their  hand  at  any  one  point,  the  effect  of  many  of  thèse 
old  rooms  would  be  déplorable.  But  they  did  not.  CeÛings,  cor- 
nices,  and  panelled  walls  ;  fireplaoes,  mirrors,  and  marble-topped 
tables  ;  over-doors,  the  doors  themselves,  their  handles,  plates,  and 
escutcheons — ail  are  treated  alike.  Even  the  fioors  are  elaborate 
parquet.  And  the  fumiture  in  the  rooms  and  the  hangings  to  the 
Windows  were  in  keeping.  Herein  lay  salvation.  A  Louis 
Quinze  table  with  curly  legs  or  a  chair  of  curions  outline  may 
appear  grotesque  in  a  modem  drawing-room,  but  that  is  because  it 
lacks  an  appropriate  setting.  The  boudoir  from  the  Hôtel  Saint 
Albin,  Bue  Vieille  du  Temple,  Paris,  now  at  South  Eensington, 
shows  how  richly  decorated  rooms  sometimes  were.  Tins  is 
Louis  XYL  work,  and  owes  its  effect  mainly  to  its  paintings.  In 
most  of  the  old  rooms  in  Paris,  Versailles,  the  Trianon,  etc.,  the 
woodwork  is,  or  was,  white,  or  that  pale  grey  which  is  only  one 
removOy  although  in  the  pauels,  especially  the  upper  portions, 
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near  the  ceiling,  were  frequently  paintings  of  figure  subjects  or 
landscapes. 

The  French  architects  of  the  eighteenth  century  thoroughly  pians, 
realized  that  a  good  plan  is  as  much  a  work  of  art  as  a  good 
élévation.     The  plans  of  the  old  houses  of  the  period  are  most 
stately,  and  are  even  more  worthy  of  study  than  the  plans  of 
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Italian  palaces.  They  are  nearer  our  own  time  and  our  own 
conditions.  Their  stateliness  may  be  coupled  with  a  certain 
amoant  of  inconvenience,  but,  provided  the  latter  is  not  too 
great,  the  sacrifice  is  worth  making.  A  strong  similarity  runs 
through  ail.  A  lofty  entrance  gateway,  generally  arched  and 
crowned  by  a  curved  comice,  leads  to  a  courtyard.  On  either 
side  of  the  gateway  are  the  rooms  for  the  porter,  over  wbich  are 
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bedrooms  for  him  or  for  other  servants.  This  portion  of  the  bonse 
is  quite  low,  and  towards  tbe  street  is  represented  not  infrequently 
by  a  blank  wall,  save  for  tbe  entrance.  Such  Windows  as  were 
neoessary  bere  faced  tbe  court.  To  tbe  left  and  rigbt  are  tbe 
stables  and  coacb-bouses,  frequently  witb  tbeir  own  courts.  Tbe 
Frencb  nobility  did  not  equal  tbe  great  Boman  families  in  tbe 
number  of  tbeir  équipages,  but  tbe  smallest  bôtels  bave  stalls  for 
balf  a  dozen  borses,  and  tbe  larger  ones  could  accommodate  five 
or  six  times  tbat  number.  Sometimes  tbe  stables  are  on  one  side, 
and  tbe  kitcben  is  on  tbe  otber,  far  away  from  tbe  dining-room. 
Tbis  arrangement  bas  its  advantages.  Smell  from  cooking  is  kept 
out  of  tbe  bouse.  Satisfactory  service  migbt  be  diflScult  now,  but 
tbe  large  number  of  servants  kept  in  tbose  days  made  it  easy. 
The  Hôtel  d'Amelot,  now  1,  Eue  S.  Dominique,  Paris,  designed  by 
Gabriel  BofiQrand,  bas  been  cbosen  for  illustration.  Tbe  plan  bas 
considérable  dignity,  and  tbe  service  is  more  convenient  tban  in 
most  examples.  Otberwise  it  differs  little  from  tbem,  save  in  tbe 
sbape  of  its  courtyard,  wbicb  is  oval  instead  of  tbe  more  customary 
rectangle. 
Paris^  Most  of  tbe  principal  provincial    cities  in  France  possess 

examples  of  tbe  eigbteentb-century  bouse,  and  Paris  is  still 
particularly  ricb  in  tbis  respect.  Tbe  majority  are  in  tbe 
Faubourg  S.  Germain,  in  tbe  streets  de  Yarenne,  de  Grenelle, 
Saint  Dominique,  de  lille,  etc.  In  tbe  Bue  du  Faubourg  S. 
Honoré  are  otbers,  one  being  tbe  Britisb  Embassy,  wbicb  still 
bave  tbeir  gardons  reacbing  to  tbe  Cbamps  Elysées.  Many  of 
tbese  old  bouses,  especially  tbose  in  tbe  S.  Germain  quarter,  are 
now  Government  ofSces.  Some  remain  private  bouses,  and  not 
infrequently  an  old  bouse  is  bidden  from  view  and  retains  only  a 
portion  of  its  courtyard,  a  more  modem  building  baving  been 
built  on  tbe  remaining  portion  and  above  tbe  porte-cocbère, 
porteras  lodge,  etc.  In  some  instances  a  bouse  witb  its  garden 
extended  from  one  street  to  anotber;  and  on  tbe  site  is  now  a 
road  lined  on  botb  sides  by  blocks  of  flats.  Or  tbe  site  only 
reacbed  balf  way  ;  bence  tbe  quiet  cul-de-sacs  similarly  lined,  wbicb 
are  not  uncommon.^ 

^  In  a  xnap  of  Paris,  dated  "  an  8  "  (1800),  in  my  possession,  the  large  private 
houses  of  the  Faubourg  S.  Germain  and  their  gardens  are  plainly  shown,  as  weU 
as  Le  Nôtre*s  laying  out  of  the  ground  in  front  of  the  Hôtel  des  Invalides,  and 
the  Ecole  Militaire,  now  built  over.  The  map  also  shows  the  buUdings,  rows  of 
houses,  streets,  and  squares  that  untU  Napoleon's  time  came  between  the  Louvre 
and  Tuileries,  extending  to  the  Rue  S.  Honoré. 
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To  tum  over  the  pages  of  seventeenth  and  eighteenth-oentury  Eigh- 
books  on  architecture  is  in  itself  a  libéral  éducation.     Marot,  Le  ^^^y 
Pautre,  Blondel,  Mariette,  etc.,  take  one  back  to  the  days  of  the  pubUca- 
fine  gentleman  and  full-bottomed  wigs,  to  the  stateliness  of  the  ^^^^' 
time  of  the  later  Louis.     Blondel  and  Mariette  are  particularlj 
valuable  for  Paris  and  its  vicinity.^    In  the  book  published  by 
the  latter  are  shown  some  delightfully  planned  gardens  in  the 
country  in  which  symmetry  is  obtained  on  the  most  irregular 
sites. 

In  the  middie  of  the  century  Emmanuel  Héré  de  Comy  laid  Nancy. 
eut  in  marvellous  fashion  a  large  portion  of  the  town  of  Nancy 
for  Stanilas,  father*in-law  of  Louis  XY.  The  Place  Stanilas  is 
one  of  the  stateliest  squares  in  France.  It  is  open  at  the  four 
corners,  except  that  across  them  are  very  remarkable  iron  gâtes 
and  grilles  ;  an  unusual  feature,  but  one  that  lends  great  distinction 
to  the  surroundings.  In  the  centre  of  one  end  is  a  short  street 
leading  to  a  triumphal  arch,  which  forms  the  entrance  to  the 
oblong  Place  de  la  Carrière.  At  the  end  of  the  latter  stands  the 
Palais  du  Gk)uvemement,  by  Héré,  which  is  connected  with 
the  houses  on  either  side  of  the  Place  by  two  fine  semicircles 
of  open  arcading.  Altogether  the  planning  is  well  worthy  of 
study,  and  ail  the  buildings  of  this  part  of  the  town  are  simple, 
dignified  examples  of  the  period. 

Under  Louis  XV.  the  Place  de  la  Concorde,  Paris,  was  planned  Place  de 
by  Jacques  Ange  Grabriel  (1710-82),  who  also  designed  the  two  Jjj^g^" 
fine  buildings  at  one  end  flanking  the  entrance  to  the  Bue 
Boyale.  The  design  of  thèse  is  undoubtedly  founded  on  Perrault's 
east  façade  of  the  Louvre,  with  some  modifications.  The  substitu- 
tion of  single  columns  for  columns  in  pairs  on  the  upper  storey  is 
certainly  no  improvement,  and  the  arcaded  ground  storey,  with  its 
numerous  openings,  is  not  so  reposeful  as  the  corresponding  storey 
of  the  earlier  building.  Behind  the  arcade  is  a  covered  way,  which 
in  itself  is  an  advantage.  The  detaU  is  délicate,  yet  forcible,  and 
such  as  might  hâve  been  expected  from  the  architect  of  the  Petit 
Trianon. 

^  Mariette  was  a  pnblisher  who  reproduced  the  works  of  Marot  and  other 
engravers.  About  1760,  he  sold  his  platea,  etc.,  to  another  publisher,  Charles 
Antoine  Jombert,  who  oommissioned  Jacques  François  Blondel  to  get  out  a  great 
work  in  eîght  volnmes,  *'  Architecture  Françoise  "  (1762-4-6),  which  bears  Blon- 
del's  name.  Only  four  volumes  were  published.  Blondel  is  also  known  as  the 
author  of  *'  De  la  Distribution  des  Maisons  de  Plaisance,  et  de  la  Décoration  des 
Edifices  en  gênerai,'*  1787  and  1738,  and  other  works. 
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Panthéon.  The  most  remarkable  achievement  of  the  end  of  the  century  is 
the  Panthéon,  Paris,  the  work  of  J.  G.  Soufflot  (1709-80).  In 
plan  it  is  a  Greek  cross,  and  in  many  respects  closely  resembles 
Justinian's  church  of  the  Holy  Âpostles  at  Constantinople, 
destroyed  in  1464,  so  far  as  can  be  judged  from  Procopius' 
description  of  it.^  Each  arm  is  domed,  and  over  the  crossing 
nses  a  higher  dôme,  the  only  one  that  shows  externally.  This 
last  has  already  been  described  (see  p.  164).  The  fault  of  the 
building  is  over-clever  construction,  whichjvery  nearly  resulted  in 
the  collapse  of  the  central  portion.    The  four  piers  at  this  point 
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had  to  be  strengthened  early  in  the  nineteenth  century.  The 
manner  in  which  the  wide  transverse  arches  separating  the 
central  dôme  from  the  side  dômes  appear  to  be  carried  mainly  on 
small  pilasters  is  exceedingly  startling.  The  perspective  effects 
are  striking,  owing  to  the  ranges  of  columns  which  divide  the 
side  ambulatories  from  the  main  portions  of  the  building,  and  to 
the  peeps  obtainable  from  one  arm  into  another  behind  the  piers 
which  support  the  dome.^      The  main  lighting  is  from  huge 

^  See  Hubsoh,  <'  Monuments  de  rarohitecture  chrétienne,"  Plate  XXXII. 
'  The  mural  décorations   by  Puvis  de  Ohavannes  are  perfeot  as   regards 
décorative  quality  and  soitability. 
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lonettesy  placed  above  the  side  columns,  which  rise  above  the 
roofs  over  the  ambulatories.  Thèse  do  not  show  at  ail  externally, 
as  the  outside  wall  stands  in  front  of  them,  several  feet  away. 
This  wall  is  unpierced,  and  absolutelj  plein,  save  for  its  entab- 
lature,  and  the  extra  frieze  of  swags  below  which  might  with 
advantage  hâve  been  omitted.  The  entrance  is  bj  a  stately 
portico,  with  scnlptured  pediment  (see  Fig.  130). 
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The  beginning  of  the  nineteenth  century  was  marked  in  Greek 
France,  as  in  England,  by  a  Greek  revival.  This  extended  to  ail  'o^^- 
the  arts;  to  architecture  less,  perhaps,  than  to  others.  In  the 
paintings  of  David;  in  the  fumiture  known  as  "Empire";  in 
the  dress  of  the  period,  it  is  strongly  apparent.  Its  approach  is 
heralded  in  the  portico,  and  especially  in  the  unpierced  walls 
of  the  Panthéon.  In  the  church  of  the  Madeleine,  designed  by 
Pierre  Vignon  in  1806,  it  burst  forth.  Extemally,  this  is  a  noble 
building,  excelling  the  Maison  Carrée,  Nîmes,  with  which  it  is 
frequently  compared,  in  size — its  extemal  dimensions  are  nearly 
thrice  those  of  the  older  building — and  in  gênerai  design  in  that 
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it  is  peripteral.  In  détail  it  almost  holcU  its  own  with  the  other, 
and  that  is  high  praise.  Internally,  it  is  equally  striking,  and 
displays  greater  originality.  Greek  temples  had  wood  ceilings; 
Boman  temples  were  frequently  vaulted  by  a  barrel  or  an  inter- 
secting  vault  ;  the  tbree  bays  of  the  Madeleine  are  domed.  There 
are  no  aisles,  but  at  the  sides  are  shallow  chapels  and  recesses 
between  the  internai  buttresses  which  take  the  thrusts  of  the 
dômes.  The  fronts  of  the  recesses  are  cleverly  treated  with 
columns,  etc.,  whioh  give  scale  to  the  interior.^ 
Origi-  In  thèse  two  chapters  on  the  Renaissance  in  France,  emphasis 

Frenoh  l^^s  been  laid  more  than  once  on  its  individuality  and  originality. 
work«  Even  in  the  Madeleine  this  is  apparent,  although  Napoleon's 
command  was  for  a  reproduction  of  an  ancient  temple.  At  no 
period  were  the  French  mère  foUowers  of  the  Italians.  The 
Italian  Senaissance  bas  its  own  merits  and  demerits  ;  the  French 
Senaissance  likewise  its  own.  No  one  with  any  knowledge  of 
architecture  will  confuse  the  buildings  of  the  two  oountries. 
Occasionally  a  design  might  belong  to  either,  but  that  is  the 
exception.  The  front  of  the  church  of  S.  Sulpice,  Paris,  for 
instance,  is  Italian  in  feeling,  but  then  Servandony,  who  designed 
it,  was  so  anxious  for  his  work  to  be  regarded  as  foreign  that 
he  Italianized  his  name  to  ServandonL  The  façades  of  such 
churches  as  the  Sorbonne,  S.  Boch,  etc.,  do  not  differ  very  much 
from  other  façades  in  Italy,  but  still  there  is  a  différence.  The 
François  premier  buildings  are  well  known  to  most  English 
students,  but  the  later  examples  in  France  bave  hardly  received 
the  attention  they  deserve.  In  some  respects  they  are  more 
valuable  to  us  than  Italian  buildings.  They  are  more  récent; 
their  materials  more  resemble  ours  ;  the  requirements  of  their  day 
differed  little  from  our  requirements  now.  And  they  présent  such 
variety.  They  form  a  school  in  themselves.  To  advise  careful 
study  of  them  is  not  to  recommend  neglect  of  either  Italian 
buildings  or  our  own.  Opportunities  for  studying  ail  are  now 
easy,  and  time  ought  to  be  found  for  ail.  Attention  should  also 
be  given  to  modem  work  in  France.  Notwithstanding  the  poUtical 
upheavals  the  country  bas  experienced,  her  architectural  traditions 
bave  remained  unbroken  for  centuries.  They  bave  been  assailed 
and  opposed  by  YioUet-le-Duc  and  a  few  others,  but  bave  emeiged 
triumphant.     The  Ecole  des  Beaux  Arts  bas  preseryed  them, 

^  As  was  the  case  in  Boman  basilicas,  but  the  design  is  altogether  différent 
and  more  complex  in  the  Madeleine. 
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nurtured  them,  and  passed  them  on  from  one  génération  of  students 
to  another.  To  this  cause  is  largely  due  the  excellence  of  the  work 
of  the  présent  day.  It  maj  occasionally  be  dnll,  but  it  is  never 
bad  ;  ^  and  its  best  excels  the  best  of  any  country  in  Europe. 

'  Except  the  '*art  nouveau"  attempts,  of  which  some  déplorable  récent 
examples  may  be  seen  in  Paris  and  in  the  provinces. 


VOL.  III. 


CHAPTER  XI 

THE  RENAISSANCE  IN  ENGLAND 

Pre.  NOT  many  secular  buildings  exist  in  England  earlier  than  the 

ï^®^"-  fifteenth  oentury,  and  those  belonging  to  that  century  are  none  too 
seouiar  numerotts.  In  towns  civic  improyements  bave  necessitated  the 
buildings,  sweeping  away  of  tbe  greater  number  ;  and  even  in  the  country 
their  unsuitability  for  the  requirements  of  the  day  and  other 
causes  bave  occasioned  their  removaL  Of  early  examples  the 
keeps  of  Bochester  in  Kent,  and  Castle  Hedingham  in  Essex,  and 
the  so-called  Jew's  bouse  at  Lincoln,  and  another  close  by,  are 
Norman.  To  tbe  thirteenth  and  fourteenth  centuries  belong  some 
Edwardian  castles,  Maxstoke,  and  notably  Conway,  Carnarvon, 
and  others  in  Wales  ;  and  as  examples  of  smaller  houses  may  be 
mentioned  the  Bishop*s  Palace,  Wells,  in  stone  ;  Little  Wenham 
Hall,  Essex,  in  brick  ;  the  old  priest's  bouse  at  Alf  riston,  Sussex, 
in  wood  and  plaster;  Hever  Castle  and  Penshurst  Place,  Kent, 
etc.  Oxford  and  Cambridge  also  possess  a  few  early  examples, 
but  most  of  the  older  collège  buildings  at  thèse  two  centres  belong 
to  the  fifteenth  century.  Of  monastic  and  collegiate  buildings 
elsewhere  of  that  date  there  are  also  a  fair  number.  The  most 
remarkable  are  possibly  the  Yicar's  Close,  Wells,  and  the  Abbot's 
Kitchen  and  Tithe-barn  at  Glastonbury.  The  last  is  perfect,  and 
the  first-named  is  delightful  in  ail  respects,  and  the  houaes  in  it 
are  still  habitable.  More  purely  secular  town  buildings  of  the 
fifteenth  century  are  the  George  Inn  and  the  Tribunal  House, 
Grlastonbury  ;  the  New  Inn,  Gloucester  ;  the  Guildhall,  Lavenham, 
Suffolk,  and  some  others.  Through  the  battlements  of  the  George 
Inn  the  stone  figure  still  gazes  on  the  street  below,  as  it  bas  done 
for  four  hundred  years  or  more.  Unaltered  examples,  however, 
are  few,  although  in  many  towns  portions  of  houses  of  this  date 
remain,  in  many  cases  concealed  by  more  modem  fronts.  Town 
houses  of  the  Middle  Ages  can  be  better  studied  abroad  than  in 
England,  as  removals  there  bave  not  been  so  wholesale.    Brittany 
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ia  atill  foll  of  many  with  half-timbered  fronts,  and  in  aome  of  the 
towns  in  tbe  aouth  of  France  whole  streeta  remain  of  stone  housea 
datiiig  from  tbe  foorteenth  and  fîfteenth  centuries,  and  little 
changed  in  appearance  since  that  time.  Ât  Figeac,  to  the  north 
of  Albi,  they  are  eapecially  numerous.  The  ground-atorey  of  each 
house  coQsiats  of  one  or  more  nt^Iazed,  pointed,  arched  openings, 
wbioh  Btart  from  the  ground  and  are  shattered  at  night,  as  they 
hâve  been  for  centuries.    Above  is  a  comparatively  unimportant 
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floor,  ligbted  by  plain  windowa  ;  and  higher  atill  the  principal 
flooT,  lofty  in  height,  the  Windows  in  many  instances  having  rich 
traceried  heads.  Many  towns  in  Germany,  Nûmberg,  Kothen- 
boi^  Innsbruck,  etc.,  are  also  rich  in  mediœval  examples. 

In  fifteentb-centnry  country  hooses  England  more  than  holds 
Its  owu.  Norfolk  and  Suffolk  are  particularly  rich  in  this  respect, 
and  HoTstmonceaux  Caatle,  Sussex,  and  Haddon  Hall,  Derbyshire, 
are  well  known.  Of  smaller  honsea  Ockwells,  Berks,  Great 
Chalfield  and  South  Wraxall,  Wilts,  and  many  otheni  migbt  be 
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mentioned.  Thèse  should  not  be  ignored  in  any  attempt  to  trace 
the  rise  of  the  Renaissance  in  England,  as  in  plan,  gênerai  design, 
and  also  in  détail  as  well,  they  exercised  considérable  influence 
through  the  sixteenth  century,  and  the  greater  portion  of  the  cen- 
tury  following. 

During  the  whole  of  the  fifteenth  century,  when  the  Benais- 
sance  was  advancing  by  leaps  and  bounds  in  Italy,  England 
remained  faithful  to  her  old  traditions.  Not  a  breath  of  the  new 
movement  wafted  across  the  Channel.  Workmen  in  this  conntry 
followed  their  différent  callings,  hardly  aware  of  its  existence; 
certainly  without  allowing  it  to  affect  their  art.  The  style  that 
had  satisfied  their  forefathers  sufficed  for  them.  And  no  wonder. 
For  Gothic,  especially  towards  the  end  of  the  centnry,  was  still 
full  of  vigour.  With  the  close  of  the  Wars  of  the  Boses  it  seemed 
to  take  a  fresh  lease  of  life,  and  one  likely  to  last  long.  Its 
spirit  animated  ail  classes  of  buildings  ;  from  the  cathedral  to  the 
wayside  chapel,  from  the  castle  to  the  cottage.  Even  after  the 
Renaissance  began  knocking  at  the  door,  in  many  places  it  knocked 
in  vain.  And  in  others,  where  the  door  was  opened,  it  was  still 
kept  on  the  chain,  and  the  Renaissance  was  allowed  to  enter  but 
through  a  chink. 

The  Renaissance  may  be  said  to  start  in  England  with  the 
accession  of  Henry  VIII.  in  1509.  This  monarch,  young,  gêne- 
rons, and  impetuous,  delighting  in  new  fashions  and  new  faces — 
as  some  had  good  cause  to  rue — was  a  great  contrast  to  his  austère, 
avaricious,  and  somewhat  narrow  father.  An  accomplished 
scholar,  his  interest  in  the  revival  of  learning  was  great  ;  and  he 
was  soon  to  take  a  leading  part  in  the  advancement  of  the  new 
movement  in  art.  That  was  in  the  air.  It  had  long  been  the 
custom  for  infiuential  Englishmen  to  send  their  sons  to  Italy,  to 
study  the  humanities;  and  they,  on  their  retum,  brought  back 
glowing  accounts  of  the  condition  of  architecture,  painting,  and 
sculpture  in  that  country.  The  laying  of  the  foundation  stone  of 
the  new  S.  Feter's,  Rome,  three  years  before  the  king  came  to  the 
throne,  the  pomp  and  magnificence  of  that  ceremony,  and  the  new 
departure  in  architecture  by  Bramante,  must  hâve  been  well 
known  to  many  in  this  country.  Not  only  did  Englishmen  go  to 
Italy,  but,  early  in  the  sixteenth  century,  attracted  by  the  splendeur 
of  the  English  Court,  and  the  lavishgenerosity  of  the  king,  Italians 
began  to  come  to  England. 

The  first  Italian  of  any  note  to  arrive  was  Pietro  Torrigiano, 
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a  fellow-student  with  Michael  Angelo — whose  nose  he  broke — in  the  Pietro 
Medician  Academy  in  Florence.  The  exact  date  of  his  arrivai  is  '^^' 
uncertain,  but  it  was  probably  1510.  The  late  king  had  left  full 
instructions  regarding  his  tomb,  but  thèse  were  upset  by  his  suc- 
cessor,  who  entrusted  the  designing  and  carrying  out  of  the  work 
to  Torrigiano  in  1512.  About  the  same  time,  Torrigiano  designed 
another  tomb  at  Westminster  for  Margaret,  Countess  of  Bichmond, 
mother  of  Henry  VII.,  who  also  died  in  1509.  In  the  king's  tomb 
two  recumbent  bronze  figures,  representing  Henry  and  his  queen, 
rest  side  by  side  on  a  black-marble  pedestal,  the  sides  of  which 
are  carved  with  wreaths,  enclosing  figures,  flanked  by  bronze 
pilasters.  In  position  and  attitude  the  figures  foUow  English  tra- 
ditions, but  the  wreaths  and  pilasters,  enriched  with  Benaissance 
omament,  are  important  departures.  Thèse  take  the  place  of  the 
panels,  or  niches  with  traceried  heads,  which  had  hitherto  been 
customary.  At  the  head  and  feet  of  the  effigies  are  seated  angels, 
balanced  on  the  cornice  of  the  pedestal.  Their  semi-detachment 
from  their  surroundings  is  also  évidence  of  the  new  feeling,  as  in 
Gothic  work,  in  most  instances,  figures  are  framed,  and  part  and 
parcel  of  the  architecture.  But  Torrigiano  was  a  sculpter  first 
and  foremost,  and  the  angels  gave  him  an  opportunity  of  showing 
his  skill  in  that  branch  of  art,  which  neither  the  effigies  nor  the 
omamentation  of  the  pedestal  afforded.  For  Henry  VIL's  chapel 
he  also  made  "  a  gamishment,  an  awlter,"  and  varions  "  ymages," 
of  which  only  portions  now  exist.  Another  fine  work  of  his  is  the 
tomb  of  John  Young,  Master  of  the  Bolls  and  Dean  of  York,  who 
died  April  25,  1516.  A  painted  terra-cotta  figure  reclines  in  more 
realistic  attitude  than  had  been  thought  proper  before,  on  a  stone 
sarcophagus,  délicate  in  détail,  and  with  the  charming  lettering 
in  which  ItaUan  artists  excelled.^  In  1518  Torrigiano  visited 
Italy,  and  tried  to  persuade  Benvenuto  Cellini  to  retum  with 
him  to  this  country.  But  CelliDi,  with  a  characteristic  outburst, 
declined  to  hâve  anything  to  do  with  "  those  beasts  the  English." 
Torrigiano  retumed  hère,  and  spent  some  time  working  on  the 
altar;  but  he  soon  left  again.^  Other  Italians  of  repute  early 
employed  in  England  were  Giovanni  da  Majano  and  Bovezzano. 

^  This  tomb,  formerly  in  the  BoUs  Chapel,  is  now  in  the  Muséum  of  the 
Becords  Office,  whioh  occupies  the  site  of  the  chapel.  The  two  volumes  of  Domes- 
day  Book,  it  may  be  mentioned,  are  in  this  muséum. 

*  Yasari  says  that  he  went  to  Spain,  where,  being  badly  treated,  his  violent 
temper  asserted  itself ,  and  he  was  thrown  into  prison  by  the  Inquisition,  and  died 
there  in  1522.    Other  authorities  say  he  lived  until  1528. 
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The  fonner  made  the  fine  terra-cotta  medallion  busts  of  the 
emperors  set  in  the  brickwork  of  Cardinal  Wolsey's  portion  of 
Hampton  Court,  and  the  latter  designed  the  elaborate  tomb  for 
Wolsey,  which  passed  through  so  many  and  étrange  vidssitades, 
and  now  exista  onlj  in  scattered  fragments.  The  panels  over  the 
entrance  gateway  to  Lincoln's  Inn,  Chancery  Lane,  dated  1518, 
which  are  carved  with  the  royal  and  other  arma,  are  Italian  in 
feeling.  They  hâve  been  attributed  to  Hans  Holbein,  but  he  did 
not  arrive  in  England  until  1526,  eight  years  later.  His  sym- 
pathies were  entirely  with  the  Benaissance,  but  were  enliste^ 
more  on  the  side  of  painting  than  of  architecture.  He  painted  the 
ceiling  of  the  Chapel  Boyal,  S.  James's,  in  1540,  and  is  credited 
with  a  gateway  to  Whitehall,  which  stood  until  1759,  and  other 
work.  Like  most  of  the  artists  of  his  time,  he  was  interested  in 
ail  the  arts,  and  may  hâve  designed  buildings  in  this  country, 
espedally  during  the  first  few  years  af ter  his  arrivai,  and  before 
his  réputation  as  a  painter  was  fully  established. 
Exun-  Between  1520  and  1530  the  Benaissance  cropped  up  simnl- 

i5S>-80.  taneously,  like  flowers  in  the  spring,  in  varions  parts  of  England, 
but  especially  in  the  southem  and  eastem  counties  nearest  to  the 
ports  for  the  Continent.  The  meeting  between  Henry  YIII.  and 
Francis  1.,  in  1520,  at  the  Field  of  the  Cloth  of  Gold,  helped  it 
forward  considerably.  Nearly  ail  the  Benaissance  work  of  this 
décade,  and  of  the  succeeding  twenty  years  or  so,  is  by  foreigners.^ 
In  the  southem  counties  thèse  men  were  Italians,  with  perhaps  a 
few  French.  The  Benaissance,  however,  was  so  récent  in  France, 
and  in  many  parts  still  so  imperfectly  understood,  that  the  possi- 
bility  of  there  being  any  might  be  dismissed  if  it  were  not  that  in 
some  English  examples — Lacock  Abbey,  for  instance — the  feeling 
is  far  more  French  than  Italian  (see  Fig.  192).  In  the  eastem 
counties  some  of  the  workmen,  perhaps,  were  Flemings.  The 
proximity  of  Flanders,  and  the  strong  business  relations  between 
that  country  and  Norfolk,  Suffblk,  etc.,  render  this  not  unlikely. 
Moreover,  the  work  on  the  east  coast  is  somewhat  difierent  in  cha- 
racter  from  that  of  Hampshire,  Wilts,  and  Doraet  ;  is  ooaraer,  less 
refined,  and  more  akin  to  that  of  the  Low  Countries.    Whatever 

^  Exceptions  are  the  pendante  and  spandrils  of  the  roof  of  the  Qreat  HaU  at 
Hampton  Court,  which  are  Benaissance  in  charaoter,  and  are  stated  bj  Mr. 
Ernest  Law,  in  his  **  History  of  Hampton  Court,"  to  hâve  been  oarved  by  Ejiglish- 
men,  the  pendants  by  Richard  Bydge  of  London,  and  the  spandrils  by  Miohael 
Joyner.  Thèse  men  probably  worked  under  the  direction  of  one  of  the  Italians  in 
Wolsey's  employ. 


— CuftiBT  Church,  Uahfbhirb.    Chântrv  tomb  or  A 

GOUbTESB  OF  SALISDUHZ. 
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was  the  nationality  of  thèse  men,  they  were  not  arcbitects,  and 
hardly  merit  the  title  of  sculptors.  They  were  carvers,  who  appa- 
rently  travelled  from  place  to  place,  arriving  with  their  bag  of 
tools,  and  departing  when  any  work  entrusted  to  them  was  finished. 
They  had  nothing  whatsoever  to  do  with  the  planning,  construc- 
tion, and  gênerai  design  of  buildings.  That  was  by  Englishmen, 
and  foUowed  in  ail  respects  what  had  been  in  gênerai  vogue  for 
half  a  century  or  more.  AU  the  foreigners  did  was  to  enrich  with 
Benaissance  détail  some  of  the  principal  mouldings  and  the  flat 
surfaces  separating  mouldings.  Their  contribution  was  never  the 
méat  itself,  but  merely  the  sait  to  the  méat,  which  added  an  extra 
savour.  This  is  well  shown  at  Christ  Church,  Hampshire.  In  the 
church  there  are  three  chantry  chapels — two  in  the  south  aisle, 
and  one,  the  largest,  which  encloses  the  tomb  of  Margaret,  Goun- 
tess  of  Salisbury,  in  the  north.  The  gênerai  design  of  ail  three  is 
fifteenth-century  Oothic.  The  chapel  at  the  side  of  the  south 
aisle  is  dated  1525,  that  at  the  east  end  1529.  In  the  former 
there  is  not  a  traee  of  the  Benaissance  ;  in  the  latter  the  frieze  at 
the  top  is  carved  with  the  délicate  omament  of  that  style.  In  the 
Salisbury  chapel,  c,  1530,  various  horizontal  rails,  and  the  vertical, 
panelled  buttresses,  are  carved  in  similar  fashion.  The  carving  on 
thèse  monuments  may  hâve  been  executed  after  the  Englishmen 
had  finished  their  work,  as  the  portions  enriched  are  those  which, 
in  Gothic,  are  frequently  left  quite  plain  ;  and  the  intention  of 
the  original  workers  may  hâve  been  to  leave  them  so.  In  the 
stone  screens  flanking  the  choir  at  Winchester  Cathedral  the 
design  is  much  the  same  as  at  Ohrist  Church,  and  is  "  Perpen- 
dicular,"  but  with  a  Benaissance  cresting.  On  top  of  the  screens 
are  oak  chests,  designed  and  carved  in  the  new  manner.  Four  out 
of  the  six  are  original,  one  on  the  north  side  being  dated  1525. 
In  the  church  of  S.  Cross,  close  to  Winchester,  are  portions  of  an 
elaborate  oak  screen,  which  in  design  and  workmanship  is  entirely 
foreign  and  apparently  Italian.  The  heads  of  the  openings  are 
filled  with  carved  and  pierced  Benaissance  omament  Cowdray 
Park,  Sussex  (c.  1530) — in  the  corner  of  the  county  that  is  close  to 
Southampton — is  very  good  Perpendicular  Gothic,  but  the  Benais- 
sance crops  up  in  interesting  fashion  in  the  carving  of  the  ribs  of 
the  fan  vaulting  of  the  porch.  Perhiips  the  most  partial  indication 
of  its  présence  in  any  building  of  this  date  in  England  \&  at  Hen- 
grave  Hall,  Suffolk  (c.  1525-36).  The  house  is  régulation  Tudor 
throughout,  and  only  in  the  corbelling  of  the  oriel  window  over 
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the  entrance  doorway  is  there  any  évidence  that  the  foieigner 
assisted  with  his  tools. 
Terra-  At  Layer  Mamey  Towers,  Essex,  and  at  Sutton  Court,  Surrey, 

°*^***'  is  Bome  interesting  early  Eenaissance  work,  which  différa  from 
that  already  referred  to  in  being  ezecuted  in  tena-cotta.  At 
Sutton  Court  the  mullions  of  the  Windows,  the  facings  of  the 
octagonal  buttresses,  and  of  the  parapets,  etc.,  are  in  this  materiaL 
The  terra-cotta  was  probably  ordered  and  made  abroad — very  likely 
in  Flanders — and  thence  shipped  to  England.  It  may  hâve  been 
jBxed  by  foreignera,  but  not  necessarily.  At  Layer  Marney  the 
Benaissance  is  limited  to  the  mullions,  transoms,  and  heads — ail  of 
which  are  very  elaborate — of  the  Windows  of  the  entrance  gateway, 
and  the  battlements,  etc.,  of  the  octagonal  towers  wMch  flank  it. 
The  window  mullions  and  transoms  are  square  and  unmoulded, 
but  are  panelled,  as  in  French  work,  and  fiUed  with  omament 
The  mullions  finish  with  small  Corinthian  capitals.  The  rest  of 
the  building  is  thoroughly  English.  In  the  church  near  the  Hall 
are  two  tombs:  one  to  Henry,  Lord  Mamey,  the  other  to  lus 
brother  John,  who  succeeded  him  in  the  title.  Henry  died  in 
1523,  John  in  1525;  yet  Henry's  tomb  is  in  terra-cotta  and 
Benaissance  throughout,  whilst  John's  is  Gothic,  and  similar  to 
Sir  William  de  Marney's  tomb  of  o.  1414  in  the  same  church. 
.  John's  tomb  was  evidently  left  to  the  local  workmen,  who  ignored 
— and  probably  rejoiced  in  ignoring — the  new  style,  and  harked 
back  to  that  of  their  fathers. 
1630-60.  Between   1530   and   1560  are  other  similar  and  interesting 

examples,  but  still  no. buildings  to  which  the  tenu  "Benaissance" 
can  be  justly  applied.  The  screen  at  King's  Collège,  Cambridge 
(1526-34),  shows  the  Italian  carvera  at  their  best.  No  richer 
example  exists  in  England,  and  not  many  are  finer  in  Italy.  In 
1541  Lacock  Abbey,  Wilts,  was  acquired  by  Sir  William  Shering- 
ton,  who  remodelled  the  monastic  buildings  and  made  some  addi- 
tions, the  most  notable  being  an  octagonal  tower,  crowned  by  a 
balustrade.  The  Windows  of  the  tower  hâve  little  corbels  in  the 
heads  of  the  lights,  and  some  larger  Windows  in  the  quadrangle 
hâve  also  corbeUed  heads.  The  green  and  yellow  enoaustio  tiles 
on  the  ground  floor  of  portions  of  Lacock  may  easily  hâve  been 
made  in  £ngland,  where  their  manufacture  was  well  underatood, 
although  they  differ  from  earlier  English  ones  in  the  character  of 
their  design.  Of  the  wonderful  palace  of  Nonesuch,  near  Cheam, 
Surrey,  begun  by  Henry  VIII.  about  1539,  nothing  now  remains. 
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It  is  stated  to  hâve  been  Gothic  in  design,  with  Sanaissauce  orna- 
ment,  and  tbat  Italians,  Frencb,  Datch,  and  Englîshmen  were 


Bimtdtaneoaaly  employed  in  the  building  and  its  décoration.    The 
idea  of  the  king  was  donbtlesB  to  riTal  Francia  L'b  château  de 
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Madrid.  The  nearest  approach  to  a  ClaBsic  building  was  possiblj 
old  Somerset  House,  built  between  1546  aod  1549,  for  wbich 
architects  were  poseiblj  brought  from  Italy  ;  but  this  ia  not  cer- 
tain. In  the  archives  of  Loi^leat,  Wilts,  are  recorded  paymeots 
to  a  certain  John  of  Fadua  in  1644  and  1549,  "  pro  servitio  in 
architectura  et  musica."  Who  and  what  John  of  Fadna  waa  ia 
unknown,  and  the  meaning  of  the  entries  is  donbtfnl.  The  theory 
held  fonnerly,  that  he  was  the  architect  of  Longleat,  and  also  of 
the  Duke's  House,  Bradford-on-AvOE,  in  the  same  county,  is  now 
discredited.     Even  if  he  were,  theae  entries  would  not  apply,  as 


Fia.  193.— LicoCK  Abb>x,  Wiltb. 

Longleat  waa  not  rebuilt  for  Sir  John  Thynoe  until  between  1567 
and  1578,  and  the  Duke'a  House  is  either  contemporary  with  it 
or  later. 

The  examples  mentioned  above  form  by  no  means  a  complète 
Hst  of  buildings  in  whîch  Eenaîssance  traita  appear.  but  are  suffi- 
cient  to  indicate  their  character  and  the  localities  in  which  they 
are  to  be  found.  The  whole  of  the  midlands  and  the  north,  with 
oue  exception,  were  unafTected  by  the  movement  taking  place  in 
the  aouth  and  east.  The  exception  is  an  oak  screen  in  Carlisle 
Cathedral,  which  is  either  Flemish  or  French.  It  is  in  an  excel- 
lent State  of  préservation,  and  is  similar  in  character  to  the 
screens  at  Winchester  and  S.  Cross. 
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About  the  middle  of  the  sixteenth  centnry  the  Italian  work-  Exode  of 
men  who  had  settled  here^  and  such  French  as  may  bave  corne,  xtiOians 
began  to  leave,  and  their  place  was  taken,  to  some  extent,  by 
Germans  and  Flemings.  The  reasons  for  the  change  are  many. 
The  excommunication  of  Henry  VIII.  by  the  Pope  had  tended  to 
divert  the  trade  from  Boman  Catholic  to  Protestant  countries. 
With  bis  death,  in  1547,  extravagant  régal  ezpenditure  came  to 
an  end.  The  excbequer  was  empty.  The  nobility  and  people 
also  had  been  severely  taxed  in  order  that  the  king  could  wage 
his  wars  with  Francis  of  France  and  Charles  of  Germany.  But 
Grerman  and  Flemish  workmen  would  require  pay  as  much  as 
Italians  and  French,  and  if  no  mouey  had  been  forthcoming  would 
hâve  stopped  in  their  own  countries.  The  religions  situation 
supplies  a  third>  and  the  strongest,  reason.  Henry  VIIL,  notwith- 
standing  his  conflicts  with  the  pope,  was  a  Boman  Catholic. 
XJnder  Edward  VI.  there  was  religions  toleration.  Mary  was  a 
papist.  Not  until  Elizabeth  came  to  the  throne,  in  1558,  did 
Boman  Catholic  workmen  hère  suffer  any  inconvenience  because 
of  their  religion.  But  with  the  accession  of  Elizabeth  things 
changed,  and  they  thought  it  prudent  to  withdraw.  Germany  and 
the  Low  Countries  were  even  more  Protestant  than  England,  and 
the  new  batch  of  workmen  to  arrive  were  probably  ail  of  that 
persuasion.^ 

The  names  of  some  German  and  Dutch  workers  in  England  Germans 
hâve  been  preserved  in  documents,  but  little  beyond  their  trades  ^q^. 
and  the  payments  made  to  them  hâve  been  recorded.  The  extent 
of  their  labours  in  this  countiy  appears  to  hâve  been  exaggerated. 
They  certainly  carved  some  fireplaces  and  other  internai  fittings, 
and  were  occasionally  employed  on  outside  work,  as  at  Burghley, 
where  the  clock  tower  and  the  arcaded  and  pilastered  portions  of 
the  quadrangle  are  probably  theirs  (1570-83).  The  two  porches 
of  the  entrance  front  of  Audley  End  (1603-16)  and  the  strap-work 
décoration  of  the  parapet  are  German  in  their  clumsiness  and 
heavy  ornamentation,  but  as  likely  as  not  Englishmen,  working 
from  foreign  architectural  books,  are  responsible.  The  design  of 
the  tower  of  the  ''  Schools  "  at  Oxford,  built  by  Sir  Thomas  Bodley 
about  1612,  with  its  five  storeys,  each  storey  having  its  own 

'  Prof  essor  Beginald  Blomfield  records,  in  "  A  History  of  Renaissance  Archi- 
tecture in  England,"  vol.  i.  p.  81,  that  Oasper  Voshergh,  who,  together  with  other 
Germans,  was  employed  on  the  work  at  Bnrghley,  petittoned  Lord  Burghley,  in 
1672,  "  for  privilèges  for  a  German  Chorch  to  be  founded  at  Stamford." 
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"Order"  in  coixect  séquence  (Tuscan,  Doric,  lonic,  Corinthian, 
Composite),  can  be  traced  to  J.  T.'s  translation  of  Bloome's  book  of 
the  five  columns,  published  four  years  before,  or  to  Wendel  Diet- 
terlin's  "De  Quinqne  Columnarum/'  published  1593.^  To  the 
influence  of  Grerman  books  may  also  be  attiibuted  the  gateways  of 
Caius  Collège,  Cambridge,  formerly  attributed  to  Théodore  Haveus, 
or  Heave,  but  probably  designed  by  Dr.  Caius  himself  and  carried 
out  by  Englishmen. 

The  clumsy-proportioned  columns  and  pilasters,  the  "  bastard  " 
détail  and  coarse  carving,  which  are  to  be  found  in  many  Eliza- 
bethan  and  Jacobean  bouses,  are  sometimes  "  scored  "  against  the 
Qerman  workman.  He  probably  did  not  exécute  one-hundredth 
part  of  this  work.  The  Englishman  himself  was  at  fault;  and 
thèse  unsatisfactory  traits,  when  they  exist,  are  due  to  his  indif- 
fèrent knowledge,  skill,  and  taste.  The  old  school  of  craftsmen 
that  executed  the  fine  work  of  the  fifteenth  century  in  this  country 
had  died  out.  Their  successors  had  inherited  some  of  their  tradi- 
tions, but  not  their  skill  ;  and  in  trying  to  adapt  themselves  to  the 
new  movement  they  fell  between  two  stools.  They  might  hâve 
leamt  from  the  Italian  workmen,  as  the  French  did,  but  the 
Italian  feeling  was  too  fine  for  them.  Between  English  and 
Grermans  there  was  not  only  a  religions  bond  ;  their  tastes  and 
artistic  sympathies  were  also  akin.  This  is  in  itself  sufficient  to 
account  for  the  similarity  of  some  of  the  English  work  with  the 
work  of  the  Teuton^  countries  in  Europe,  without  the  présence  in 
this  country  of  Germans  at  ail.  The  Englishmen,  however,  to 
their  crédit,  be  it  said,  possessed  a  certain  saving  grâce  which 
steered  them  clear,  in  the  main,  of  the  eccentricities  and  coarse- 
ness  of  touch  frequently  met  with  abroad.  They  failed  most  when 
they  tried  to  be  foreign;  they  succeeded  best'when  they  were 
insular,  and  relied  on  their  own  traditions.  For  this  reason  the 
plainest  buildings  of  the  sixteenth  and  seventeenth  centuries  are 
generally  the  most  acceptable. 

'  There  were  few  English  books  on  arohitecture  at  this  time.  Shnte*s  is  men- 
tioned  later.  There  were  also  two  or  three  translations.  Sir  Henry  Wotton's 
"  Eléments  of  Architecture  "  did.not  appear  till  1624.  The  principal  ItaUan  and 
French  pubUcations  hâve  been  referred  to  in  previous  ohapters.  German  ones, 
in  addition  to  those  (already  mentioned,  are  :  J.  Y.  Frisius,  or  Yrieae,  "  Per- 
spectiva  "  (1569)  ;  "  Architectura  "  (1563  and  1577)  ;  "  Fountains  "  (1568)  ;  S.  Gam- 
mennayer,  "ModeU  Arohitettur"  (1564);  Wendel  Dietterlin,  "  Arohitettnra  " 
(1594)  ;  Eyelman,  "  Architectura  Givilis  Germanice  "  (1600),  etc.  Some  of  thèse 
no  doubt  were  used  in  England,  although  Holinshed's  Ghronioles  of  1577  only 
mentions  Alberti,  Vitruvius,  and  Serlio. 
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One  building  in  England,  undoubtedly  due  eutirely  to  a  The 
Fleming,  was  the  Royal  Exchange,  London,  built  by  Sir  Thomas  ^^Sge?*" 
Gresham,  which  was  destroyed  in  the  Great  Fire.  The  first  stone 
was  laid  on  June  7, 1566,  and  the  building  was  formally  opened 
on  January  23, 1570.  The  architect  was  Henri  de  Pas,  or  Faschen, 
of  Antwerp,  who  built  the  Hôtel  des  Villes  Hanséatiques  in  that 
city.  His  foreman  in  London  was  one  Heindrickz,  or  Henrick, 
who  was  afterwards  employed  at  Burghley.  Sir  Thomas  not  only 
engaged  a  foreign  architect  and  foreign  workmen,  but  also  imported 
from  abroad  the  black  and  white  marble  for  the  paving  of  the 
open  square  of  the  Exchange.  He  was  severely  blamed  by  his 
contemporaries  for  his  action.  Harrison  wrote,  "  But  as  he  will 
answer  peradventure  that  he  bargained  for  the  whole  mould  and 
substance  of  his  workmanship  in  Flanders."  ^  This  extract  shows 
that  considérable  ill-feeling  towards  foreign  workmen  existed  in 
England  early  in  Elizabeth's  reign.  The  feeling  was  not  confined 
to  the  craftsmen.  Before  her  time  many  Dutch  and  Flemish  mer- 
chants  and  traders  had  settled  along  the  east  coast,  and  in  some  of 
the  southem  counties,  especially  Kent;  and  after  her  accession 
their  numbers  multiplied.  Further  extracts  show  that  their 
présence  was  equaUy  objected  to,  and  in  1601  Elizabeth  issued  an 
edict  commanding  tiiem  to  leave  the  country.  It  appears  there- 
fore  fairly  certain  that  most  foreign  craftsmen  left  also,  and  that 
after  that  date  few,  if  any,  remained  hère. 

Great  uncertainty  prevails  as  to  who  should  be  given   the  Designers 
crédit  for  the  fine  country  bouses  and  other  buildings  which  rose  ^than^ 
ail  over  England  during  the  reigns  of  Elizabeth  and  James  I.    No  honses. 
architect,  using  the  term  in  its  modem  sensé,  was  employed.    In 
some  cases  the  owner  seems  to  hâve  been  his  own  architecte  with 
better  results  than  f oUow  now  when  that  course  is  pursued.    In 
others,  so  far  as  can  be  gathered  from  évidence,  often  incomplète 
and   sometimes    misleading,  plans  and  sketch  élévations  were 
supplied  by  a  "  surveyor,"  who  may  or  may  not  hâve  been  solely 
in  the  employ  of  the  building  owner.    For  small  buildings  it  seems 
certain  that  the  designs  were  made  by  the  master-masons,  head  car- 
penters,  chief  plumbers,  plasterers,  etc.    The  head  of  each  trade  was 
responsible  for  the  work  in  that  trade  alone  ;  there  was  no  such 
thing  as  a  gênerai  contracter.^    The  building  owner  generally 

>  In  Holinshed's  Ohroniolee,  qnoted  by  Wyatt  Papworth  in  **  The  Benaîsaance 
and  Italian  Styles  of  Axchiteotore  in  Great  Britain"  (1888). 

*  General  oontraotors  are  a  modem  innovation.  In  the  north  and  in  outlying 
districts  of  England,  separate  firms  still  tender  for  eaoh  separate  trade. 
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supplied  the  mateiials  ;  quarrying  the  stone,  sometimes  importing 
marble  from  abroad,  as  Sir  Thomas  Gresham  and  Lord  Burghley 
did,  cutting  down  the  necessary  trees — oak  was  the  only  wood 
used  for  carpentry  and  joinery,  with  few  exceptions,  until  near 
the  eighteenth  centuiy — often  making  the  bricks,  and  purchasing 
whatever  else  was  necessary.  If  Germans  were  employed,  their 
work  was  restricted  mainly  to  the  ornamental  portions,  or  they 
were  engaged  purely  as  carvers  of  chimney-pieces  and  other 
accessories.  The  oarcase  of  each  building  was  carried  ont  by 
Englishmen,  as  had  been  done  when  the  Italians  were  the 
employées. 
John  Before    the    exode   of    the   Italians,  very  few   Englishmen 

®^"*®-  designed  and  worked  Renaissance  détail.  After  the  middle 
of  the  sixteenth  centnry,  however,  many  of  the  crude,  coarse 
attempts,  often  attributed  to  foreigners,  are  by  native  workmen. 
little  is  known  of  thèse  men  before  1570,  and  for  many 
years  after  that  date  information  regarding  them  is  still  meagre. 
The  first  in  England  to  style  himself  arohitect  was  John  Shute. 
In  1550  Shute  was  sent  to  Italy  by  the  Duke  of  Northumberland 
to  stndy  architecture,  and  in  1663,  the  year  of  his  death,  he 
published  his  "  Chief  Groundes  of  Architecture."  The  full  title 
page  reads  :  ''  The  first  and  chief  groundes  of  Architecture,  used 
in  ail  the  auncient  and  famous  monymentes  ;  with  a  further  and 
more  ample  discourse  uppon  the  same,  than  hitherto  hath  been  set 
out  by  any  other.  Published  by  Ihon  Shute,  Pajniter  and 
Archytecte.  Imprinted  at  London  in  Flete  Street,  near  to  Sainct 
Dunstan's  churche  by  Thomas  Marshe,  1563."  This  was  the  first 
attempt  made  in  English  to  explain  the  rules  and  principles  of 
Classic  architecture,  and  that  it  was  appreciated  is  proved  by 
further  éditions  issued  in  1579  and  1584.  The  book  is  dedicated 
to  Queen  Elîzabeth.  The  "  Orders  "  are  beautifully  drawn.  Each 
is  represented  by  one  column,  with  an  appropriately  proportioned 
figure  alongside,  and  with  delightful  little  figures  engraved  in 
the  panels  of  the  dies  below  the  columns  and  laiger  figures. 
Shute  describes  himself  as  a  ''Paynter  and  Archytecte,"  but 
no  known  buildings  are  ascribed  to  him.  The  action  of  the  duke 
is  interesting  as  showing  that  before  Elizabeth's  time  wealthy 
Englishmen  realized  that  if  their  countiymen  were  to  design  in 
the  new  style,  it  was  necessary  for  them  to  study  it  in  the  country 
of  its  birth. 
John  Who  was  John  Thorpe  ?    This  is  a  question  frequently  asked 

Thorpe. 
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whioh  reçoives  différent  answers.  According  to  Mr.  J.  A.  Gotch 
he  was  the  architect  of  many  of  tlie  finest  of  Elizabetban  country 
houses  ;  according  to  Professer  Blomfield,  he  was  mainly  employed 
to  survey  houses  and  lands,  although  that  writer  admits  tbat  he 
may  also  hâve  designed  some  buildings.^  From  Peacham's  "  Gentle- 
man's  Exercise/'  first  published  in  1612»  it  appears  that  there 
were  two  John  Thorpes,  father  and  son,  that  the  former  was  a  man 
of  some  position,  and  had  the  right  to  bear  a  coat  of  arms,  and  that 
he  resided  in  the  parish  of  S.  Martin-in-the-Fields  in  1592.  He 
is  descnbed  by  Peacham  as  "  my  especiall  friend  and  excellent 
geometrician  and  surveiour,  whom  the  rather  I  remember,  because 


JOHN  THORPCS    HOVSE. 


FiQ.  198. 


he  is  not  only  learned  and  ingenuous  him  selfe,  but  a  furtherer 
and  favorer  of  ail  excellency  whatsoever,  of  whom  our  âge  findeth 
too  few."  The  term  "  surveiour  "  used  hère  must  not  be  taken  in 
its  modem  sensé.  Inigo  Jones  was  surveyor  to  the  king  ;  Wren  was 
called  surveyor  of  S.  Paul's,  a  title  still  employed,  and  in  the  reign 
of  James  I.  designers  of  buildings  were  called  surveyors,  and  the 
Word  "  architect  "  was  seldom  employed.  If  the  John  Thorpe  re- 
ferred  to  by  Peacham  is  the  same  as  laid  the  first  stone  of  Eirby 
HaU,  Northants,  in  1570,  he  must  hâve  been  getting  on  in  years  in 
1612,  the  date  of  Peacham's  publication.     Other  records  show  that 

^  J.  A.  Gotoh,  "Architecture  of  the  Benaissanoe  in  England";  "Early 
BenaÎBsanoe  Architecture  in  England  ''  ;  **  The  Buildings  of  Sir  Thomas 
Greflham/*  etc.  .  B.  Blomfield,  "A  History  of  Benaissance  Architecture  in 
England." 
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between  1590  and  1611  Thorpe  was  the  surveyor  of  royal  property, 
and  that  about  the  year  1600  he  was  in  Pcuîb,  where  apparently  he 
designed  one  or  more  buildings  for  that  city.  In  1608  a  translation 
of  the  "  Quinqne  Colomnaram  "  of  Hans  Bloome  (Bluom  or  Bloem), 
originally  published  in  Zurich  in  1550,  appeared  in  London  under 
the  title  of  "The  booke  of  five  columns."  The  translator  is 
represented  merely  by  initiais,  which  are  J.  T.  Whether  thèse 
stand  for  John  Thorpe  is  not  known,  but  appears  probable. 

Thorpe's  name  is  best  known  through  his  sketch-book,  which 
has  been  preserved,  and  is  now  in  Sir  John  Soane's  Muséum, 


PLAM    IN   JOMN  THORf  ES 
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Fia.  194. 

Lincoln's  Inn  Fields.  It  contains  a  number  of  plans  and,  in  some 
cases,  élévations  of  many  important  known  houses,  and  of  others 
which  are  unknown,  together  with  portions  of  buildings,  such  as 
gables,  etc.,  to  a  bigger  scale,  and  a  few  large-size  détails.  A  few 
of  thèse  drawings  are  signed  and  dated,  the  dates  ranging  from 
1570  to  1621.  AU  the  buildings  represented  cannot  possibly 
hâve  been  designed  by  him.  Some  undoubtedly  represent  surveys 
he  made  for  varions  noblemen  and  others.  That  he  was  employed 
on  this  work  by  no  means  proves  that  he  did  not  also  practise  as 
an  architect  ;  in  fact,  it  tends  to  prove  the  contrary,  and  it  appears 
probable  that  he  gained  a  réputation  as  a  designer  before  he 
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obtained  much  employment  as  a  surveyor.  That  he  possessed  a 
quaint  fancy  is  manifest  in  plans  for  houses  whioh  were  not  built, 
notably  in  a  sketch  for  a  house  for  himself,  the  plan  of  which  is 
formed  by  his  initiais  placed  side  by  side  and  united  by  a  corridor, 
in  the  centre  of  which  is  the  entrance.  Under  the  plan  is  written  : 
"  Thés  two  initiais  I  and  T,  Being  joyned  together  as  you  see,  Is 
ment  for  a  dwelUng  house  for  mee."  The  plan  of  a  house  with  a 
hexagonal  central  court  which  is  among  his  sketches,  and  is 
attributed  to  him,  shows  also  considérable  ingenuity.  That  he 
studied  books  on  architecture,  and  ezercised  his  imagination  in 
design,  is  proved  by  further  sketches  of  his  which  are  more  or  less 
copies  of  drawings  taken  from  foreign  publications,  but  with 
suggested  altérations. 

Space  does  not  admit  of  arguing  the  'pro%  and  cons  as  to  the  Eirby 
probability  of  Thorpe's  share  in  the  designs  for  such  houses  as  ^ 
HoUand  House,  Kensington  ;  WoUaton  Hall,  Nottinghamshire  ; 
Rushton  Hall,  Apethorpe  Hall,  and  Lyveden  New  Building,  ail 
in  ITorthamptonshire.      It  is   quite  possible  that  he  was   the 
architect  of  most;  but  that  he  did  more  than  survey  Burghley, 
near  Stamford,  Knowle,  in  Kent,  and  some  others,  the  plans  of 
which  are  in  his  sketch-book,  is  unlikely.     With  one  building, 
Kirby    Hall,    Northamptonshire,   he   is    closely   identified.      It 
was  commenced  for  Sir  Humphrey  Stafiford,  whose  badge,  the 
Stafford  Knot,  appears  f requently  in  the  carving,  but  soon  passed 
into  the  hands  of  Sir  Christopher  Hatton.    Thorpe  has  written 
inside  the  plan  of  this  house  in  his  sketch-book — "  Whereof  I  layd 
the  first  stone  1570."    This  plan  difiers  in  some  respects  from  the 
plan  of  the  house  as  it  now  exists,  excluding  the  portions  altered 
or  added  in  the  seventeenth  century.   The  most  important  variation 
is  that  only  one  bay  window  is  shown  at  the  south-west  corner 
instead  of  the  pair  which  together  now  form  the  most  striking 
feature  of  the  outside  (see  Fig.  195).     BLirby  Hall  proves  that 
either  Thorpe  was  a  very  bad  surveyor  or  else  a  very  fine  architect. 
The  latter  is  the  more  probable.     Some  ignorance,  or  wilful  dis- 
regard, of   correct  Classic  proportions  may  be   shown  in   the 
élévations,  notably  in  those  of  the  quadrangle,  but,  before  con- 
demning  Thorpe  for  this,  the  date  when  the  house  was  built 
should  be  taken  into  account.     Even  the  Italians  who  worked  in 
England  were  by  no  means  sticklers  for  correctness.     On  two  of 
the  pinnacles  at  the  end  of  the  courtyard  are  carved  1572  and 
1575.    Thèse  dates  confîrm  the  stated  date  of  the  laying  of  the 

VOL.  m.  R 
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foimdation  atone.  Apart  from  some  slight  îrregularities  in  pro- 
portion, there  is  no  lack  of  delîcaoy  and  reânement.  On  tfae 
contrary,  the  détail  throughout  îb  fnll  of  feeling  and  ail  the  more 
iuteresting  becanae  of  its  irr^ularities.  The  carring  is  in  many 
cases  excellent,  and  the  gables,  although  reminisoent  of  Germany, 


are  mnch  more  tefined  and  graceful  than  any  in  that  country.' 
Thèse  good  traita  are  probably  due  to  Thorpe  entirely,  as  well  aa 
the  gênerai  design  of  the  building.  He  waa  a  young  nian  when 
Kirby  was  built,  and  probably  particularly  anzions  that  the  work 

'  The  gablea  at  the  north  eod  al  the  west  front  axe  probvldy  ktei  («eo 
Pig.  199). 
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shoold  do  him  crédit.  If  Tborpe  did  not  act  himself  as  i 
naaoïi  at  Eirby,  lie  probably  sappUed  détails,  knowing  full  well 
how  igooraot  of  ClasBic  architecture  the  workmeD  of  hîa  time 
were. 

Id    the    absence    of   definite    iaformatioa    regarding    many  Thoipt'a 
particulars  of  Thorpe'a  oareer,  obo  may  perhaps  be  allowed  to  '*'•"■ 
exercise  one's  imagination  and  fiU  in  some  of  the  gaps,     Thorpe 
probably  begau  life  as  a  mason,  had  a  thorougb  knowledge  of  the 
mysteries  of  his  craft,  and  in  addition  was  keenly  interested  in 


the  bi^er  problems  of  design.  One  can  pictnre  him,  abont  1563, 
studying  with  avidity  John  Shute's  recently  publîshed  book,  as 
well  as  foreign  publications.  In  1570  he  lays  the  first  stone  of 
Kirby  Hall,  with  no  donbt  that  intense  feeling  of  satisfaction 
which  ail  architects  expérience  at  the  commencement  of  their  first 
big  work.  The  sensation  Kirby  produced  must  hâve  beeii  considér- 
able. It  waH  one  of  the  firflt,  if  not  the  first  country  house  to  be 
built  entirely  in  the  new  manner.  It  probably  was  the  means  of 
introdnciag  Thorpe  to  Sir  Thomas  Tresham  and  other  large  land- 
ownera  of  the  neighbourhood.  Ail  bouses  ïn  Northamptonshire 
bnilt  during  the  foUowing  fifty  years  are  similar  in  feeling  and 
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détail  His  knowledge  of  building,  coupled  with  bis  sucoess  as  a 
designer,  and  his  high  oharacter  for  integrity  which  Peacham 
records,  leads  to  his  appointment  as  Crown  Surveyor,  and  to  his 
being  emplojed  to  sarvey. bouses  and  lands  for  other  clients  in  ail 
parts  of  the  country.  On  tbis  work  be  was  engaged  until  his 
deatb.  But  be  did  not  allow  bis  imagination  to  rust.  He  con- 
tinued  bis  practice  as  an  architect,  and  also  indulged  bis  fancy  in 
planning  and  designing  buildings  which  be  saw  no  immédiate 
prospect  of  erecting.  He  remained  a  student  until  the  end.  In 
bis  old  âge  he  settled  in  S.  Dunstan's  parish,  possibly  translated 
Bloome's  book,  and  collecting  together  bis  designs  for  buildings, 
copies  of  surveys  made  by  bim,  fancy  designs,  and  other  àaia^  left 
bis  sketch-book  as  a  partial  record  of  his  life's  labour.  A  well- 
spent  life  if  the  above  be  correct  That  he  was  gênerons,  as  well 
as  "  leamed  and  ingenuous,'*  is  shown  by  his  friend  Peacham's 
tribute:  "a  furtherer  and  favorer  of  ail  excellency  whatsoeyer, 
of  whom  our  âge  findeth  too  few." 
Sir  A  great  builder  was  Sir  Thomas  Tresbam.    Even  wben  in 

^°î**  prison — where  he  was  sent  more  than  once,  owing  to  bis  religions 
beliefs,  he  being  a  Roman  Catbolic — ^he  issued  instructions  as  to 
how  work  should  be  donc.  The  buildings  associated  with  bis 
name  are  Bushton  Hall,  the  Triangular  Lodge,  Bushton,  Lyveden 
New  "  Bield  "  and  Old  "  Bield,"  and  Bothwell,  or  Boweli  Market- 
house.  Thorpe  may  bave  belped  bim  on  the  two  first.  The 
lodge,  which  stands  in  the  woods  not  far  from  the  Hall,  is  dated 
1595  on  the  chimney,  but  was  probably  commenced  some  years 
earlier.  The  plan  forms  a  triangle  ;  each  side  bas  three  gables  ; 
the  chimney  that  rises  in  the  centre  is  three-sided  ;  and  the  Win- 
dows are  enclosed  in  trefoils.  The  Windows  of  the  New  Bield,  or 
Building,  are  similar  in  détail  to  those  of  Eirby  and  other  bouses 
in  Northamptonsbire,  but  the  entablature  which  surrounds  the 
building  shows  more  thorougb  knowledge  of  Glassic.  Its  excel- 
lence is  due  neither  to  Sir  Thomas  nor  to  Thorpe,  but  to  one 
Boland  Stickles,  wbo  was  employed  by  Sir  Thomas  to  draw  it 
correctly,  as  the  following  letter  from  bim,  in  1606,  to  bis  employer 
shows  :  "  Eight  worsbipful,  my  humble  duty  remembered.  I  hâve 
made  the  ordnance  according  to  your  request  and  bave  made 
them  by  the  symmetry  or  measure  agreeing  with  the  Doricke 
architrave,  frieze  and  cornice.  The  enriching  of  the  friezes,  I 
refer  that  unto  you  and  the  workmen,  and  so  I  betake  your  wor- 
sbip  unto  the  Almighty,  wbo  send  you  a  merry  new  year  in  Jésus 
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Chrifit"  ^  The  letter  is  endorsed,  "  Stickles  moulds  for  building," 
and  plainly  shows  that  large-size  détails  were  supplied  and  that 
Sir  Thomas  had  skilled  assistance  over  this  building  at  least, 
although  its  curions  Greek  cross  plan  and  heraldic  décoration  in 
the  frieze  may  hâve  been  his  idea.  The  payments  for  it  begin  in 
1596,  and  continue  in  1605-06. 
The  ^  After  Thorpe  corne  the  Smithsons,  who  between  them  designed 

many  fine  houses  in  Nottinghamshire  and  Derbyshire.  The  eldest, 
Bobert  Smithson,  was  his  contemporary,  and  possibly  designed 
Wollaton  Hall,  near  Nottingham,  although  its  plan  and  elevationB 
show  évidence  of  foreign  study.^  He  died  in  1614,  and  lies 
buried  in  Wollaton  Church,  where  his  record  reads  :  ''  Gent,  archi- 
tector  and  survayor  unto  the  most  worthy  house  of  Wollaton  with 
diverse  others  of  great  account."  The  next  is  John  Smithson, 
possibly  a  son  of  Robert,  who  died  at  Bolsover  in  1634.  He  was 
succeeded  by  his  son  Huntingdon  (d.  1648),  whose  tomb  is  in 
Bolsover  Church,  he  being  described  as  an  architect  One  of  his 
sons  was  John  Smithson,  gent,  also  of  Bolsover  (1638-1716).^ 
The  principal  buildings  attributed  to  the  elder  John  and  his  son 
Huntingdon  are  Bolsover  Castle,  including  the  square  block,  and 
the  long  gallery  which  stands  detached,  but  excluding  the  riding 
school,  which  is  later;  and  Hardwick  Hall,  Derbyshire;  the 
présent  inhabited  hall  and  the  dismantled  ruin  within  a  stone's 
throw  of  it,  both  the  work  of  "Building  Bess"  of  Hardwick, 
Elizabeth,  Countess  of  Shrewsbury.  Barlborough  Hall,  near 
Bolsover,  if  not  by  the  Smithsons,  is  in  their  manner.  One  tarait 
thèse  three  buildings  hâve  in  common  :  they  are  not  grouped  round 
courtyards,  like  so  many  Elizabethan  and  Jacobean  houses,  bat 
are  compact  blocks.  This  plan,  first  adopted  at  Wollaton,  was 
continued  in  the  Derbyshire  examples.  The  détail  of  the  fire- 
places,  doorways,  etc.,  at  both  Hardwick  and  Bolsover  is  better 
and  simpler  than  in  other  parts  of  England.  The  feeling  is  almost 
Italian.     What  little  figure  sculpture  there  is  is  fairly  good  ;  the 

»  See  "John  Thorpe  and  Roland  Stickles,"  hy  Mr.  Harry  Sîrr,  i2.J.B.^. 
Journal,  8rd  Séries,  Vol.  XVIII.  p.  877.  The  Robert  Stickelles  who,  according  to 
Wyatt  Papworth,  was  recommended  in  1597  for  the  office  of  "  Surreyor  of  the 
Queen's  Works,"  was  apparently  the  father  of  Roland,  and  a  man  of  aome 
repute. 

*  Both  plan  and  élévation  are  in  Thorpe's  book,  and  are  not  identical  with  the 
existing  building. 

»  See  pedigree  giyen  by  Mr.  Walter  L.  Spiers  in  the  B,J,B,A,  Journal,  8rd 
Séries,  Vol.  XVI.  p.  140. 


THE  RENAISSANCE  IN  ENGLAND  ii,l 


248      A   HISTORY  OF  ARCHITECTURAL  DEVELOPMENT 


The 
Smith- 
BonB* 
drawings. 


pilasters  and  entablatures  framing  the  openings  are  well  propor- 
tioned;  and  the  carving,  especially  at  Bolsover,  is  délicate  and 
refined.  Much  of  the  last  is  in  alabaster,  which  lends  itself  readily 
to  delicacy.  Local  Derbyshire  marbles,  the  grey  and  fossil,  are 
largely  used  in  some  cases  round  doorways  and  for  wall  linings, 
as  in  the  green  bedroom  of  Hardwick  Hall.  According  to  Horace 
Walpole,  John  Smithson  "  was  sent  to  Italy  to  coUeot  designs  " 
when  Sir  William  Cavendish,  afterwards  Duke  of  Newcastle,  con- 
templated  additions  to  Bolsover  Castle.  Thèse  additions  were 
probably  the  long  gallery  built  by  Sir  William  for  the  proper 
réception  of  Chîurles  I.  If  that  is  so,  Smithson — it  is  not  certain 
whether  John  or  his  son  Huntingdon  went — made  indiffèrent  use 
of  his  opportunity,  as  the  façade  of  the  gallery,  with  its  badly  pro- 
portioned  engaged  and  rusticated  columns  carried  on  corbels,  is 
one  of  the  most  debased  and  unsatisfactory  examples  of  the 
Benaissance  in  England.  The  nearly  square  Windows,  with  their 
frolicsome  frames,  are  effective  in  their  boldness.  The  Windows  of 
Nottingham  Castle  are  similar,  and  were  either  designed  by  the 
same  architect  as  the  Bolsover  gallery  or  else  were  copied  later 
from  that  building  by  the  Duke  of  Newcastle. 

A  large  number  of  drawings  by  the  Smithsons — about  two 
hundred  in  ail — hâve  been  preserved.  Thèse,  unlike  Thorpe's, 
are  unbound.  None  are  signed  in  fuU  ;  one  is  initialled  Jo.  S.  ;  a 
few  hâve  dates,  which  range  from  1599  to  1632.  Many  of  the 
plans  are  most  carefully  executed,  and,  besides  surveys  of  houses 
and  gardons,  there  are  "détails  of  doorways,  Windows,  screens, 
chimney-pieces,  and  monuments,  as  well  as  drawings  of  panelling, 
of  fittings,  and  of  a  few  implements."  ^  Thèse  drawings  and 
Thorpe's  are  of  the  utmost  value  as  proving  that  the  larger  Eliza- 
bethan  houses  were  designed  by  architects  who,  in  the  seventeenth 
century,  and  possibly  before,  designed  also  their  internai  fittings. 
An  alabaster  and  marble  screen  in  front  of  a  side  chapel  in  Bolsover 
church,  dated  1619,  is  by  one  of  the  Smithsons,  and  is  interesting, 
as  similar  church  fittings  of  this  date  are  few.  Many  other  sur- 
veyors,  or  architects,  must  hâve  been  designing  throughout  England 
in  the  style  which  the  later  purists  ridiculed  as  ''  King  Jamie's 
Gothic,"  long  after  Inigo  Jones  had  commenced  Whitehall. 
Thomas  Holte,  of  Oxford  (d.  1624),  was  one.  Their  names,  however, 
are  mostly  forgotten,  or  preserved  only  in  little-known  documents. 

^  See  article  by  Mr.  J.  A.  Gotoh  in  the  "RJ.B^A,  Journal,  8rd  Séries,  Vol. 
XVI.    p .  41  ;  also  article  by  Mr.  Maurice  B.  Adams  in  Vol.  XIV.  p.  866. 
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Before  the  time  of  Henry  YIII.  tbe  mliog  idea  in  domeatic  Eari; 
buildings  was  defence.  The  country  vas  far  from  settled,  and,  P'»™"*" 
self-preservatioD  being  the  first  law,  people  needed  protection  from 
their  fellows  as  mnch  as  a  roof  over  their  heads.  Buildings  were 
sorrounded  by  moats,  tbe  water  of  which  waahed  the  walla,  as  at 
Ightbam  Moat  House,  Kent,  and  drawbridges  were  a  necessity, 
and  not  an  omament.  As  a  raie  there  were  two  :  the  larger  for 
horsemen,  the  smaller  for  people  on  foot.  Small  bouses  in  the 
country,  like  the  "  Peel  "  towers  of  the  northem  border — there  is 


a  good  ezample  at  Carlisle,  now  part  of  the  Deanery — Little 
Wenham  Hall,  Essez,  etc.,  were  generally  compact  buildings,  the 
ground  storey  being  for  the  servants  or  retainers,  the  upper  storeys 
for  the  family,  the  only  meana  of  access  from  below  being  a  narrow, 
winding  staircase.  Larger  bouses,  like  castles,  were  built  round  a 
courtyard,  a  gateway,  goarded  by  portcullis  and  drawbrîdge,  being 
the  only  eutniace.  The  bail  formed  the  connection  between  the 
kitchen,  etc.,  at  one  end,  and  the  principal  living-rooma  at  the 
other.  Otherwise  no  attempt  at  nnity  was  made.  Round  the 
courtyard  were  several  small  doorwaya,  each  of  which  provided 
acceaa  to  one  or  two  rooms,  as  at  Haddon  Hall,  Derbyshiiê.  After 
the  Wars  of  the  Boses  the  country  aomewhat  settled  down,  Draw- 
bridge,  portcullis,  and  machicolations  were  atill  retained,  as  at 
Hurstmonceanx  Caatle,  Sassex,  Tbombury  Caatle,  Gloucestersbire, 
etc.,  but  tbe  last  eapecially,  from  force  of  habit  more  than  for  usa 
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Gunpowder  had  mode  close  fighting  under  the  walls  almost  a 
thing  of  the  past,  and  machicolations,  when  retained,  were  merelj 
an  omamental  finish.  The  change  that  was  taking  place  is  forther 
emphasized  by  the  graduai  dropping  of  the  word  "  casile/'  and  the 
more  gênerai  adoption  of  "  hall,"  "  court,"  "  place,"  as  Oxborongli 
Hall,  Hampton  Court,  Brede  Place,   etc.    The  smaller  manor 
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houses,  such  as  Ockwells,  Berks,  Great  Chalfield,  Wilts,  etc.,  were 
planned  alike.  The  hall  occupied  the  whole  of  the  central  part, 
and  was  flanked  by  wings,  which  sometimes  projected  in  front 
only,  in  other  examples  at  the  back  as  well.  One  wîng,  that 
nearest  to  the  entrance,  was  for  the  servants,  the  other  for  the 
family.  The  hall  was  neutral  ground,  common  to  both.  At  one 
end  was  a  passage,  which  led  from  the  porch  in  front  to  a  door  at 
the  back,  which  opened  into  the  garden  or  court.    Beyond  the 
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passage  were  the  buttery,  pantry,  kitchen,  and  above  it  was  a 
minstrers  gallery.  The  passage  was  divided  from  the  hall  by  an 
oak  screen,  in  which  were  generally  a  couple  of  openings  or  door- 
ways.  The  hall,  as  a  raie,  was  the  fiill  height  of  the  building,  and 
often  had  an  open  timber  roof.  It  was  lighted  by  Windows  on 
both  sides  high  up,  and  at  the  end  furthest  from  the  entrance  was 
a  raised  dais,  on  which  the  dining-table  for  the  family  and  guests 
was  set  At  one  end  of  the  dais  was  occasionally  a  bay  window, 
which  started  lower  than  the  other  Windows,  only  a  few  feet  from 
the  floor,  a  feature  gênerai  in  the  collège  hedls  of  Oxford  and  Cam- 
bridge, where  the  same  plan  was  followed. 

In  early  plans  the  wings  are  seldom  exact  counterparts  of  each  Eiiza- 
other,  and  the  entrance  being  to  one  side  the  élévations  are  unsym-  ^^J^^^^ 
metrical.  Great  Chalfield  is  more  symmetrical  than  most,  as  the 
porch  is  balanoed  by  a  bay  window.  The  first  modification  intro- 
duced  was  to  arrange  the  rooms  so  that  the  entrance,  instead  of 
being  in  a  corner,  should  be  central  between  the  wings,  they  being 
alike,  and  yet  still  open  into  the  passage  at  the  end  of  the  hall,  as 
before.  This  for  long  remained  the  plan  of  most  Elizabethan 
houses,  large  and  small.  In  the  larger  houses,  however,  the  wings 
were  extended  in  front  (sometimes  at  the  back  as  well),  forming 
sides  of  an  open  or  an  enclosed  courtyard,  which  had  to  be  traversed 
before  the  entrance  was  reached.  Kirby  Hall  is  a  good  example. 
The  planning  is  still  primitive.  The  rooms  on  either  side  of  the 
quadrangle  can  only  be  reached  by  the  extemal  doorways  which 
open  ont  of  it.  Thèse,  on  one  side,  also  give  acoess  to  staircases, 
which  lead  to  rooms  on  the  upper  floor  ;  on  the  other  side  of  the 
court  the  whole  of  the  first  floor  was  a  long  gallery.  Thèse  many 
outrances  were  not  so  inconvénient  then  as  they  appear  now;  in 
fact,  were  probably  regarded  as  advantageous,  as  the  rooms  round 
the  court  were  arranged  in  suites,  and  reserved  for  guests.  In  the 
plan  of  Buckhurst,  in  Thorpe's  book,  several  sets  of  rooms  are  each 
collectively  labelled  "  A  Nobleman's  lodging."  The  courtyard  of 
Kirby  Hall  is  not  so  irregular  in  form  as  it  is  generally  made 
to  appear.  At  the  south  end  there  is  some  irregularity,  but 
courtyard,  forecourt,  and  the  great  avenue  beyond  are  ail  on  a 
central  axis.  The  deceptive  appearance  of  the  plan  is  due  to  the 
south  end  of  the  quadrangle  being  considerably  wider  than  the 
north. 

At  Kirby  most  of  the  rooms  are  the  full  depth  of  each  wing.  Double 
In  other  words,  the  plan  is  of  the  type  known  as  "  single."    The  ^o^®*- 
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next  modificatdon  waa  to  place  rooms  back  to  back.  Bacon,  in  his 
esaay  entitled  "  Of  Building,"  published  1598,  says,  "  and  let  ail 
three  sides  (of  a  courtyard)  be  a  double  honse,  witàout  thotoogh 
ligbts  on  tbe  sides,  that  you  may  bave  rooma  from  the  stin,  both 
for  forenoon  and  aftemoon.  Cast  it  also,  that  yoa  may  bave 
rooma  botb  for  Bummer  and  vinter  ;  sliady  for  aummer,  and  -warm 
for  winter.  You  sball  bave  aometimea  faîr  bouses  so  foll  of  glass, 
tbat  one  cannot  tell  where  to  be  come  to  be  out  of  tbe  son  or 
cold."  Neither  tbe  Duke'a  Hoose,  Bradford-on-Avon,  nor  Hard- 
■wick  Hall,  Derbyshire,  in  particular,  Tironld  bave  pleased  Bacon  as 


KIRBY  HALL  /40RTnAAIS.  AS  AT  PRESENT. 


regarda  the  last  respect.  No  one  aeems  to  bave  foUowed  exactly 
bia  advice  reapecting  a  double  house  on  three  aides,  altbongh  at 
Buckburst,  Snasex  (destroyed),  Burgbley,  Audley  End,  and  in  a 
few  other  great  bouses,  one  or  two  aides  bave  rooms  back  to  back. 
Towards  tte  end  of  Elizabetb'a  leign  planning  became  more 
scientific,  and  pains  were  taken  by  means  of  corridors,  galleries, 
etc.,  to  knit  ail  tbe  parts  together,  to  make  a  bouse  homog«neous. 
Even  in  smaller  houaea,  auch  as  Claverton  House,  Someraet 
(destroyed),  bnilt  in  the  first  qaarter  of  the  seventeenth  century, 
an  attempt  in  this  direction  waa  generally  made.  The  laat  change 
in  plan  worth  recording  was  to  place  the  hall  in  tbe  centre  of  the 
main  block  vith  the  porch  or  entrance  doorway  also  central,    The 
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entr&Dce  is  eitber  ia  the  middie  of  one  side  of  the  hall,  as  at 
Aston  Hall,  Birmingham  (1618-35),  or  in  the  middie  of  one  end, 
as  at  Hardwick  Hall,  Derbyshire.  Some  time  before  tliis  modifica- 


CLAVEBTON    MANOR.^OMCKAET. 


tioD  waa  introdueed,  a  separate  diuing-room  for  the  family  bad 
been  provided  in  most  large  honses,  and  soon  the  hall  lost  its 


A3TON   HALL. 


significance,  ceased  to  be  nsed  for  meala  altogether,  and  became  an 
entrance  hall  pnre  and  simple.  Opening  ont  of  it  was  the  principal 
staircose  hall,  and  snrronnding  it  aome  of  tlie  cbief  living-rooma  and 
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parlours,  and  the  offices.  Classic  principles  had  reached  so  far 
that  the  chief  aim  in  planning  was  symmetry.  Boom  balanced 
room,  bay  window  bay  wîndow,  and  projection  projection.  Many 
Elizabethan  plans  are  real  works  of  art,  with  fine  vistas;  the 
rooms  being  arrangea  for  architectural  efifect  as  much  as  for 
comfort  and  convenience. 
Long  The  hall  was  always  the  principal  room  on  the  ground  floor, 

gaUery.  ^^  matter  where  it  was  placed.  As  a  rule,  it  stretehed  across  a 
portion  of  the  front,  but  in  some  houses  it  extended  from  the  front 
to  the  back,  and  was  lighted  from  Windows  at  both  ends.  TMs  is 
the  plan  at  Benishaw  Hall,  Derbyshire,  and  it  appears  to  hâve 
been  an  especial  favourite  in  the  counties  of  Derbyshire  and 
Yorkshire.  The  principal  room,  however,  in  the  greater  number 
of  Elizabethan  houses  is  the  long  gallery.  This  was  always  on  an 
upper  floor,  often  on  the  top  floor  of  ail,  as  at  Montacute,  Somerset, 
where  it  extends  the  whole  length  of  the  south  front  and  includes 
the  projecting  bays  at  the  end  and  the  bay  window  in  the  centre. 
At  Haddon  Hall  it  is  not  of  great  estent,  and  is  known  as  the  baU- 
room.  At  Enole,  Hardwick,  Aston,  Hatfield,  Eirby,  in  houses  in 
ail  parts  of  the  country,  in  fact,  the  gallery  is  a  great  feature.  As 
a  rule  it  is  Ughted  by  a  succession  of  bay  Windows,  which  greatly 
improve  its  proportions,  and  at  the  same  time  fo;m  receS  ii 
which  parents  and  their  guests  could  sit,  read,  sew,  or  chat,  and 
children  play. 
Types  of  The  dififerent  types  of  plan  found  in  Elizabethan  and  Jacobean 

plan.  houses  may  be  summarized  somewhat  as  foUows  :  (1)  The  manor- 

house  plan,  already  described,  with  the  entrance  either  central  or 
to  one  side.  (2)  The  courtyard  plan,  as  Elirby  Hall,  etc.,  with 
the  entrance  in  the  central  block  at  the  end  of  the  courtyard,  and 
the  wings  projecting  in  front  to  enclose  a  good-sized  court.  This 
was  sometimes  open  in  front,  sometimes  enclosed.  Bacon  recom- 
mends  that  the  sides  should  not  be  equal  in  height  to  the  main 
block.  At  Bushton  Hall,  Northamptonshire,  the  wings  are  onited 
by  a  corridor  in  front  merely  one  storey  high.  The  effect  is 
excellent.  The  corridor  not  only  does  not  hide  the  higher  build- 
ings behind,  but  helps  to  give  them  scale.  Many  houses  hâve  Hl- 
shaped  plans,  the  court  being  in  front  and  the  porch  central  and 
projecting,  and  at  the  back  a  terrace.  This  form  is  stated  to  hâve 
been  adopted  in  honour  of  Elizabeth,  but  this  is  very  questionable, 
and  it  was  followed  as  often  after  her  death  as  during  her  reign. 
The  H  plc^  Î9  a  modification  with  a  court  in  front  and  another  at 
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tbe  back.  Of  bouses  with  courts  entirely  enolosed  oa  ail  four 
sides,  Boigbley  may  be  takeu  as  an  example.  In  front  is  a  gate- 
■way  whicb  givea  accees  to  the  court  and  to  tbe  principal  entrance 
at  tbe  flod  tbereof.  In  this  respect  it  follows  earlier  plans,  sucb 
as  Oxborongh  HaU,  Korfolk.  Ê.nole  Houae,  Kent,  sbows  anotber 
variation  of  tbe  conrtyard  plan.  Tbe  only  courtyard  is  at  tbe 
back,  and  la  open  at  one  end.  The  cbief  entrance  is  in  front,  and 
leads  direct  into  tbe  main  portion  of  tbe  building.  (3)  Houses 
plaoned  in  rectangular  blocka,  without  courtyards.    Wollaton 


WOLLATON     HALL 
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Hall,  Nottingbamsbire,  is  of  tbis  type,  altbongb  tbe  rectangle  is 
not  obeerved  exactly,  as  tbere  are  towera  at  tbe  four  corners,  and 
projections  at  tbe  front  and  baok  in  addition  which  fnune  terracea. 
Tbe  Smitbsons,  as  already  mentioned,  favoured  tbis  type,  as  at 
Bolsover  Oastle  and  Barlborongh  Hall,  although  in  tbe  latter 
there  was  originally  a  small  open  court  in  tbe  centre,  now  covered 
in.  Ât  Wollaton  tbe  bail  occupies  tbis  central  position,  and  towers 
above  tbe  portions  surrounding  ît.  It  is  of  great  beigbt  inside,  and 
is  ligbted  by  clerestory  Windows.  Haidwick  Hall,  Derbysbire, 
bas  no  enclosed  conrtyard.    It  is  a  laige  version  of  tbe  manor- 
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bouse  type  of  plan.  OUier  plans  show  modiScatious  of  the  above- 
described  types  wîthout  possessing  any  matked  difTerencea;  and 
some  buildings  are  fantastic,  like  the  triangular  lodge  at  Bushton, 
the  Greek  cross  Lyveden  Building,  Longford  Castle,  built  ronnd 
a  triangular  courtyard,  with  circular  towers  at  the  extemal  angles, 
etc.  The  last  named,  however,  merely  follows  what  was  a  not 
uucommon  plan  in  Mediœval  days. 

No  matter  what  the  plan  was,  in  front  of  a  house  was  a  fore- 
court,  Bometimes  âanked  by  low  buildings  for  stables  and  offices, 
in  the  manner  of  those  at  Hampton  Court,  but  moie  frequently 
merely  enclosed  by  a  wall,  as  at  Hardwick  Hall,  Kirby  Hall,  etc. 
Ât  Hardwick  the  wall  is  crowned  by  a  number  of  small  obeliaks. 


and  at  each  of  the  outside  comsrs  of  the  forecourt  is  a  richly  designed 
square  pavUion.  In  front  of  the  forecourt  was  frequently  a  gate- 
house,  or  pair  of  lodges,  aa  at  Weatwood,  Worcestersbire,  Cothelston 
Hall,  Somerset,  etc.  At  Kirby  Hall  the  entrancea  are  at  the  sides, 
and  there  is  no  lodge.  The  entrance  facîng  the  bouse  is  merely  a 
portai.  Leadiug  up  to  the  forecourt  and  bouse  was  generally  a 
straight  avenue.  Thèse  avenues  were  often  moat  extensive.  At 
Kirby,  notwithstanding  that  it  led  merely  to  the  doorway  mentioned, 
the  avenue  was  of  noble  estent,  and  consiated  of  four  rows  of 
chestuut  trees,  with  a  central  space  of  about  90  yards,  and  about 
35  yards  between  the  rows  at  each  sida  Ail  the  trees  were 
planted  about  9  yards  apart. 

No  Elizabethau  house  was  complète  without  its  garden.  This 
was  generally  very  extensive,  and  was  laid  out  formally.  It 
included,  in  addition  to  the  rose  and  flower  gardens,  orchards. 


THE  RENAISSANCE  IN  ENGLAND  257 

grass  walks,  herb  and  kitoheD-gardens,  and  often  a  bowliug-gieeD 
and  maze,  a  sundial  and  fountain,  and  one  or  more  fish  ponds, 
partly  for  pleasnre  and  partly  to  replenish  the  larder.  '  The  gardens 
were  generally  on  the  south  side,  but  at  Eirby  Hall  they  stretched 
along  the  west  front.  At  Montacute,  Somerset,  a  formally  laid-out 
rectangnlor  gardon  is  enclosed  by  a  wall  enrîched  wîth  obelisks, 
eta,  whilst  at  each  of  the  outside  corners  stands  an  elaborate 
gazebo,  or  snmmer  hoiise.  Along  the  south  aide  of  a  house  was 
a  tarrace,  sometimes  enclosed  between  wiugs,  often  extending  far 
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beyond.  At  Bramshill,  Hanta,  the  projeoting  wings  of  the  build- 
ing are  open  at  each  end  on  the  gronnd  storey  and  fonn 
shelters.  When  the  &U  of  the  ground  permitted,  a  Bucceeaion 
of  tenaces  at  différent  levelB  were  frequently  formed.  At  the 
Old  Hall,  Bakewéll,  to  mention  a  email  example,  the  garden  is 
laid  out  in  terraces.  Amongst  the  Smithsons'  drawinga  is  a  most 
intsresting  plan  of  a  honse  and  gardons  inaoribed  "  The  Flatforme 
of  my  Lo  :  of  Ezoeter's  house  at  wymbellton,  1609  "  (Wimbledon). 

In  any  attempt  to  define  the  charaoteristics  of  Elîzabethan  oiuno- 
and  Jacobean  work,  one  is  immediately  confronted  by  two  faots.  ^f?""  "' 
The  first  is  that  during  this  period  the  Ënglish  did  net  succeed  in  betlum, 
forming  a  style  posseasing  dietdnct  and  nnmistakable  traits,  as  the 
Frencb  had  done  along  the  Loire  some  fifty  yeais  earlier  ;  and 
VOL.  m.  s 
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the  second  ifi  that  the  architeots,  workmen,  and  cliente  througbont 
Englaud  vere  divided  into  two  camps.  lo  this  world  half  the 
people  are  generally  cooserratiTe  în  their  tastes  and  ideas,  the 
other  half  eager  for  and  désirons  of  change.  In  Elizabeth's  reign 
opinion  waa  about  eqnall^  dirided  as  to  ^hether  it  were  wiser 
to  embrace  the  new  style  that  came  aoross  the  seas,  or  to  retaiii 
the  metbods  traditional  în  the  country.  In  the  majorité  of 
instances  there  was  a  certain  amonnt  of  compromise.  "Roih  parties 
agreed  that  the  midlioned  and  transomed  window  sho^d  be 
retained,  and  conseqaently  even  in  buildings  whicb  are  as  Clasaio 


Fio.  208.— BiBBiciLL  Ols  Hiu.,  Derbsbhibb. 

as  the  limited  knovledge  of  tJie  craftemen  employed  rendered 
possible,  the  Windows  remained  much  aa  they  had  been  in 
previoos  centuries.  It  is  true  that  tlie  heads  of  the  lights  are 
generally  sqnare,  a  few  only  are  four^sentred,  and  are  not  foliated 
or  fiUed  witïi  tracery  ;  but  even  in  the  days  when  the  pointed  arcb 
and  tncery  were  rampant  in  chvirches,  tx)th  were  dispensed  with, 
more  often  than  not,  in  secolar  work.  On  the  other  hand,  those 
who  wished  to  préserve  the  vemacular  style  saw  no  objection  to  sytn- 
metrical  planning,  nor  to  employing  sometîmes  the  senucircnlar 
arob  for  doorways  and  other  important  openings,  and  to  the 
substitntioD  occasionally,  by  no  means  always,  of  the  Clasaio 
comice  for  the  Medisval  sWing.  Bat  there  they  drew  the  Une. 
They  would  hâve  none  of  the  "Ordars"  outside;  they  declined 
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to  plaster  their  fronts  witb  columns  and  pilasters.  As  the  men 
who  carved  in  the  old  manner  had  died  ont,  they  preferred  that 
there  sbould  be  no  carving  at  ail — at  least,  none  externally. 
Inside  a  houae  their  faith  seemed  to  waver  ;  and  in  their  ohimney- 
pieœa  eapecially,  they  admitted  détail  they  would  bave  been  the 
first  to  condemn  if  placed  ontaide.  Â  case  in  point  is  the  drawing- 
room  addition  at  South  Wraxall  Manor.  The  large  wîndow  that 
lights  the  room,  and  ite  outside  suiroundings,  are  simplicity  itself. 
Inside  there  ia  the  most  barbarouB  chîmney-piece  to  be  found  in 
the  whole  of  England,  an  example  ail  the  more  daugerons  because 
of  the  dexterity  and  skill  of  the  craftamen  who  executed  it. 


Fia.  3:3. 

South  Wraxall  also  illustrâtes  well  the  marked  increase  in  the  Windows, 
aize  of  Windows  wbich  took  place  in  Elizabetb's  reign.  The  ory 
waa  for  more  light  in  more  sensés  than  one,  for  more  air,  more 
fireshneas.  Mediteval  gloom,  stuffineas,  and  feeling  of  inaecurîty 
were  passing  away.  Men  felt  safe.  And  bo  not  only  did  windowa 
increase  in  sïze  and  nnmber,  but  the  old  bars  and  atancbions, 
hitherto  regarded  as  neœesary  for  safety,  disappeared.  Sometimes 
the  l^ting  is  overdone,  as  at  the  Buke's  Honse,  Bradford-OQ-Avoo, 
Hardwick  Hall,  etc.  Bay  Windows  multiplied  to  an  eztraordinary 
estent.  In  former  daya  they  had  been  reserved  for  the  daia  ends 
of  halls,  or  aa  oriels  hâd  projeoted  from  an  important  room  on  an 
upper  âoor.     Now  most  rooms  were  ligbt«d  by  them,  and  some 
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rooms  by  nothing  else.  One  caa  hâve  too  much  of  a  good  thing, 
and  bay  Windows  may  be  too  numerous.  They  wonld  bave  been 
a  positive  cnrse  to  the  inmates^  and  eyesores  from  outside»  if  it  had 
not  been  for  the  lead  cames  which  bioke  the  expanse  of  glass»  and 
divided  the  lights  of  aU  Windows  into  smaU  panes,  forming  often 
elaborate  pattems. 

The  foreign  influence  perceptible  in  some  Elizabethan  and 
Jacobean  houses  may  be  due  to  Oermans,  Hemings,  or  Italians  ; 
may  be  direct  or  indirect.  Work  of  this  nature  was  not  necea- 
sarily  executed  by  foreigners.  The  traits  which  distinguish  the 
houses  in  which  this  influence  is  strong  from  those  in  which  it  is 
barely  apparent  may  be  summarized  somewhat  as  foUows  :  (1)  Fiat 
roofs  behind  balustraded  or  omamental  parapets,  as  at  Audley  End, 
etc.  ;  (2)  gables,  when  there  are  any,  fantastic  in  outline,  as  at 
Wollaton,  Eirby,  etc.  (but  see  p.  242)  ;  (3)  pilasters,  columns,  and 
entablatures  in  tiers  ail  over  fronts  of  buildings,  as  at  WoUaton, 
Longleat,  etc.;  at  Longleat  (1567-78),  however,  the  proportions 
are  better  and  the  détail  more  refined  than  in  most  contemporary 
and  later  buildings  ;  (4)  pilasters  or  columns  flanking  doorways, 
sometimes  Windows  which  it  was  desired  to  emphasize  espeoially  ; 
(5)  columns  starting  from  corbels  and  used  purely  as  omaments, 
and  half  pilasters,  half  figures,  the  latter  sometimes  used  outside, 
and  an  especial  favourite  for  internai  work,  screens,  fireplaces, 
etc.  ;  and  (6)  a  gênerai  heavy-fistedness  in  ail  sculpture,  carvings, 
mouldings.  Buildings  possessing  thèse  characteristics  may  deserve 
the  reproach  of  being  badly  proportioned,  coarse  in  detaU,  and 
clumsy  in  omament,  and  be  regarded  as  bad  modela  for  the  archi- 
tectural student.  But  they  form  but  a  small  proportion  of  our 
Elizabethan  and  Jacobean  houses.  The  m^jority  show  few  signs 
of  foreign  influence.  They  are  neither  Italian  nor  German,  neither 
Flemish  nor  French.  They  are  English,  and  in  them  the  old 
traditions  of  English  building  are  successfully  preserved. 

The  simple  vemacular  work  most  typical  of  the  period  is  not 
confined  to  one  part  of  England.  It  is  found  on  the  moors  of 
Yorkshire  and  Derbyshire,  in  the  sbires  of  the  Midlands,  off  the 
lanes  of  Eent,  Sussex,  and  Surrey,  in  the  eastem,  southem,  and 
western  counties  by  the  sea  ;  in  fact,  everywhere.  Some  of  the 
buildings  are  in  stone,  others  in  brick,  whilst  several,  especially 
smaller  examples,  are  in  traditional  half-timber.  The  local  material 
was  invariably  used.  The  absence  of  good  roads  and  difELculties 
of  carnage  rendered  tbat  a  necessity.    There  were,  fortunately,  no 
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railwaya  to  t&ke  Sossex  tiles  and  brîoka  to  Cumberlaad,  and  to 
bring  Westmorland    slates  and  Yorkshire  stone  to  Kent  and 


Surrey.    The  buildings,  in  conséquence,  harmonize  perfectiy  with 
the  landaoape,  a  neceasity  tbat  should  be  tbe  first  aim  of  every 

architect. 
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Stone  Tbe  Gloucesterabire Cotsvolds  andthe  valleyof  the  NortJismp- 

^^^'''  tonBhire  Nene  are  partd'cnlarly  ricli  in  stone  examptes.  Thèse  are 
cbarming  în  Uieir  quiet  dignity  and  perfect  proportion.  Eveo  the 
farmbouses  and  smaller  houses  are  works  of  art,  such  as  the  Talbot 
Inn,  Ouadle.'and  the  home  at  Higham  Ferrars,  both  in  Northamp- 
tonehire,  Many  a  hint  may  be  obtained  and  many  a  lessoD  leamt 
from  thèse  huildingB,  and  from  larger  ones,  of  vhich  there  ia  no 
lack.  One  lesson  they  teach  is  tbat  pioturesquenesa  lies  in  sim- 
plîcity  ;  another,  that  omament  is  not  necessary  in  architectore  ; 
a  thitd,  that  Windows  and  other  absolutely  neceasary  portions  may 
be  designed  bo  as  to  obtain  différent  effects  in  proportion  without 
having  reconrse  to  pUasters  to  give  verticality,  or  entablatmes  to 
produce  an  effect  of  horizontality.     The  long,  low   Windows  in 


Fia.  31G.— AsBEY  Honsa,  bUufECBDBX,  ombles. 

many  of  thèse  buildings  give  an  appearance  of  breadth,  without 
the  aid  of  string  courses,  which,  howerer,  generally  rim  above 
their  heads,  and  the  largei  transomed  Windows,  witb  their  lofbier 
mullions,  an  appearance  of  height.  In  most  southem  counties 
height  is  also  eœpbasized  by  the  steep-pitohed,  etiaîghtrsided 
gables,  with  their  moulded  copings  and  finials,  sometimes  obelisks, 
at  the  apex  and  above  tbe  corner  stones.  In  Yorksbire  and  the 
Xortb  generally,  gables  are  fiatter  in  pitch,  to  suit  tbe  local  stone 
slates  with  which  most  of  the  roofs  are  covered.  In  the  larger 
houses  in  Northamptonabire — Apethorpe  Hall,  Lilford  Hall,  por- 
tions of  Rushton  Hall,  etc. — the  gables  are  curved  in  outline,  but 
hâve  similar  ânials,  etc.  At  Montacute,  in  Somersetsbire,  the 
main  gables  are  also  curved,  but  it  is  doubtful  if  auch  gables  are 
really  so  effective  as  straight-sided  ones.     In  the  eaatern  counties 
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and  in  Kent  the  gables  in  brick  are  stiU  more  iantastic,  owing  to 
the  présence  of  descendants  of  tbe  Dutch  and  German  settlers 
already  referred  to.  Other  gables  are  sometimes  stepped,  as  at 
Kinnersley  Castle,  Herefordshire,  a  form,  hovever,  more  conimon 
in  Scotland  than  in  England.  In  varying  the  oatline  of  gables 
the  English  builders  were  departing  from  traditional  Mediœval 
cnstom,  and  probably  following  Dntch  or  German  modela.  Curlj 
gables  are  practically  tmknown  in  Erench  work,  but  in  Germany, 
Holland,  and  Belginm  stiaight-sided  gables  are  tbe  exception. 


The  mfgority  of  bouses  tbe  mailing  of  which  is  brick  bave  Briok 
sometimes  brick  copings  to  their  gables,  and  the  window  mullions  '""*'• 
and  jambs  are  occasionaUy  of  tbis  material.  Generally,  however, 
thèse  portions  and  the  entrance  doorvays  are  stone.  The  chim- 
neys  are  brick,  and'  in  bouses  otherwise  stone  built  this  is  fre- 
quently  also  the  case.  Moyns  Hall,  SufToIk  (c.  1590),  is  a  typical 
vemacular  example.  The  placiog  of  its  large  bay  Windows,  and 
its  otherwîse  symmetrical  front,  show  that  its  builders  did  Dot  dis- 
dain  to  leam  the  good  lessons  the  Benaissance  taught,  whilst 
retaining  the  spiiit  of  the  work  of  their  forefathers. 

Traditions  lasted  even  longer  in  half-timbered  bouses  than  in  ^^^ 
tbose  of  brick  or  stone.    Foreign  books  did  not  treat  of  their 
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houMi,      design,  aa,  althougb  buildings  of  timber  construction  were  common 
'**•■  abitÂd,  the  men  who  came  to  tbese  shores  were  masons    and 


carrers,  not  carpenters.    The  last  would  bave  run  little  chance  of 
emplojment.     England  had  for  centuries  been  famons  for  its 
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excellent  carpentry;  witness  the  fine  fourteenth-  and  fifteenth- 
century  open  timber  roofs  of  this  country,  absolutely  without 
parallel  abroad.  Lancashire  and  Cheshire  are  the  counties  jpar 
excellence  for  half-timbered  houses.  Moreton  Old  Hall,  Cheshire 
(c.  1550-59),  is  the  most  fascinating  of  ail  examples,  with  its 
three-storîed  entrance  gateway  at  one  end  of  a  court,  round  the 
three  sides  of  which  is  grouped  the  honse.  Speke  Hall,  near 
liverpool,  Park  House,  Oswestry,  Cheshire,  are  well-known 
examples,  the  conrtyard  of  the  first  being  specially  attractive.  In 
thèse  examples,  especially  Moreton  and  Speke,  Gk)thic  feeling  is 
very  strong.  The  barge-boards  of  the  gables  are  cusped,^  the 
timbers  of  the  fireuning  are  bent  and  eut  to  form  quatrefoils,  tre- 
foils,  and  curved-sided  lozenges,  and  diagonal  framing  is  common. 
In  more  sonthem  counties  the  Gothic  feeling  is  not  so  marked, 
partly  because  the  timber  buildings  are  mostly  later  in  date,  and 
partly  because  the  spread  of  the  new  movement  was  putting  men 
out  of  conceits  with  old  ideas.  In  Sufifolk  and  Kent,  for  instance, 
both  coimties  being  rich  in  examples,  baige-boards  are  generally 
straight-edged  and  merely  moulded,  save  in  fifteenth-century  work, 
and  the  timbers  forming  the  framing  are  mainly  vertical,  with 
horizontal  heads  and  cills,  and  an  occasional  curved  brace  for 
structural  reasons. 

In  the  Word  "home"  is  summed  up  the  great  attraction  of  Interiora. 
EngUsh  country  houses  of  the  sixteenth  century  and  first  half  of 
the  seventeenth.  They  were  not  built  as  show  places  or  for  great 
entertainments,  and  their  virtues  are  by  no  means  only  extemal. 
They  were  built  to  be  lived  in.  Even  their  smallest  rooms  are  not 
without  a  certain  stateliness,  but  the  first  and  main  impression 
the  houses  inside  create  is  one  of  comfort. 

With  few  exceptions  the  rooms  are  panelled  &om  fioor  to  ceil-  PaneUing. 
ing,  or  to  a  frieze  immediately  below  the  ceiling.  This  panelling, 
as  a  rule,  is  quiet  in  design,  thoroughly  English,  and  appropriate 
in  treatment  to  the  materiaL  There  is  seldom  a  trace  of  the 
attempts  at  omamentation  and  the  clumsy,  décorative  forms  that 
frequently  disfigure  the  contemporary  panelling  of  Grermany, 
HoUand,  and  Belgium,  the  only  three  countries  on  the  Continent 
where  panelled  rooms  are  gênerai.  Occasionally,  as  in  the  ball- 
room  at  Haddon  Hall,  pilasters,  arches,  and  other  forms  apper- 
taining  more  correctly  to  stone,  are  introduced,  but  such  examples 
are  the  exception.    The  panels  are  generally  small  and  oblong. 

&  The  barge-boards  are  missing  on  the  garden  side  of  Speke. 
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Their  répétition  gives  acala  Sometimes  larger  *paneLs  firame 
smaller  ones  in  the  shape  of  lozenges,  octagons,  etc.,  but  the  tieat- 
ment  still  remains  simple.  In  a  few  instances  the  panels  are 
enriched  with  arabesque  omament,  in  bog-oak  and  hollj,  or  some 
other  light-coloured  wood,  as  in  the  room  from  Sizergh  Castle, 
Westmorland,  now  in  the  Victoria  and  Albert  Muséum.  The  panel- 
ling  is  not  improved  therebj.  In  Hardwick  Hall  there  is  an 
extraordinary  amount  of  arabesque  inlaying,  but  it  is  mostly  in 
black  composition,  \7hilst  in  many  of  the  panels  the  omament  is 
merely  painted^ 
Fire-  The  simplicitj  so  marked  in  the  panelling  hardly  extends  to 

piAoea.  fireplaces.  No  doubt  the  principle  is  sound  that  in  every  design 
there  should  be — or,  at  ail  events,  may  be — a  rich  centre  ;  and  one 
does  not  complain  of  the  richness  of  Elizabethan  fireplaces,  but  of 
the  coarseness,  exaggeration,  and  clumsiness  of  not  a  few.  Some 
are  ail  of  stone  or  marble  ;  in  others  the  lower  portions  alone  are 
stone — those  round  the  big  openings  in  which  logs  of  wood  rested 
on  iron  "  dogs/'  whilst  the  overmantel  is  wood.  Some  are  wood 
throughout,  save  for  a  protecting  stone  frame  to  the  opening.  At 
Knole,  in  Kent,  the  fireplaces  are  exceptionally  numerous  and 
fine,  and  few  Elizabethan  houses  are  without  one  or  more 
examples. 
Plaster  In  the  craft  of  the  plasterer  the  English  of  the  sixteenth  and 

seventeenth  centuries  excelled.  Before  the  time  of  Elizabeth  the 
heavy  oak  beams  and  joists  of  fioors  were  moulded  and  expoaed, 
or  else  were  hidden  by  panelled  wood  ceilinga  Plaster  ceilings 
were  rare.  But  after  the  middle  of  the  sixteenth  century  the  art 
advanced  rapidly.  The  variety  in  design  is  remarkable.  Some 
are  semicircular  in  section,  some  segmentai,  others  flat  Many 
of  the  last  start  from  a  cove  above  the  panelling.  Bibs  making 
geometrical  pattems,  with  pendants  at  their  junctions,  form  the 
design  generally,  as  at  Westwood,  Bolton,  etc.  Other  ceilings 
are  covered  ail  over  with  strap-work,  as  in  a  small  room  at  Oastle 
Ashby.  At  Boughton  Malherbe,  Kent,  the  curved  ceiling  is  deco- 
rated  throughout  with  a  flowing  pattem.  Sometimes  ceilings  are 
dividéd  by  oak  beams  and  binders  into  panels,  which  are  filled 
with  décorative  plasterwork,  as  at  Hatfield,  Knole,  and  the  Laudian 
church  of  S.  John  the  Evangelist,  Leeds.  The  plasterer  did  not 
confine  his  art  to  ceilings.    Many  friezes  of  rooms  are  very 

^  For  some  ezamples  of  this  inlay,  see  chaptera  on  "  Joinery"  in  "Building 
Construction,"  Vol.  II. 


work. 
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elaborste.    The  most  lemarkable  frieze  ia  at  Hardwick  Hall,  in 
tbe  l'reseiice  Gbamber.     Â  hunting  story,  repreaentod  by  figures. 


animais,  trees,  etc.,  runs  rouud  tbe  room  in  modelled  plaster,  whioh 
is  coloured.    The  effect,  if  aomewhat  coarse,  is  very  stiiking.    The 
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Stair- 
cases. 


Ghurohes. 


Smithson  who  designed  Hardwick  was  evidently  fond  of  plaster 
décoration,  and  used  it  freely  above  fireplaces  instead  of  the  panel- 
ling  gênerai  in  other  hooses. 

English  staircases,  like  other  détails  of  English  interiors,  hâve 
a  character  of  their  own.  Stone  was  only  used  occasionally,  as  at 
Burghlej,  and  for  the  principal  staircase  at  Hardwick.  As  a  mie» 
building  owners  relied  on  their  own  forests  for  materiaL  At 
Burghley  the  staircase  is  enclosed  by  walls  and  covered  by  a 
raking  barrel-vault,  such  as  is  frequently  met  with  on  the  Conti- 
nent, and  suggests  the  présence  of  foreign  workmen.  The  majority 
of  Elizabethan  staircases  hâve  open  wells.  Ail  are  of  the  type 
known  as  "  newel/'  and  fine  and  bold  many  of  the  newels  aie,  nine 
or  ten  inches  square,  with  their  sides  elaborately  carved,  as  in  the 
Charterhouse,  London,  etc.,  and  surmounted  by  finials  and  often 
by  heraldic  figures.  Différent  kinds  of  treatment  were  accorded 
to  the  sides  of  flights  between  handrail  and  string.  At  the 
Charterhouse  the  sides  are  arcaded,  the  arches  springing  from 
ugly  carved  and  shaped  pilasters  ;  at  Aston  Hall  they  are  filled 
with  strap-work,  with  excellent  results.  A  running  pattem,  based 
on  the  Classic  acanthus-leaf  foliage  design,  is  sometimes  used,  but 
the  most  gênerai  treatment  of  ail  is  balustrading.  The  balusters 
are  generally  tumed,  but  sometimes  they  are  shaped,  and  occasion- 
ally  plain.  They  are  always  large  in  scale  to  be  in  keeping  with 
the  newels.  Greater  stateliness  may  be  found  in  the  staircases  of 
Italy,  but  for  variety  and  picturesqueness,  English  staircases  sur- 
pass  those  of  any  other  country. 

little  was  done  in  the  way  of  church  building  dnring  the 
reigns  of  Elizabeth  and  her  immédiate  successors.  The  Beforma- 
tion  had  quenched  the  fire  of  enthusiasm  which  formerly  bumt  so 
brightly.  Under  Archbishop  Laud  there  was  a  brief  rekindling, 
but  it  soon  died  down.  He  is  responsible  for  the  church  of 
S.  John  the  Evangelist,  Leeds,  built  1631*34.  Outside  it  is  Gothic, 
and  in  appearance  little  différent  from  churches  of  the  fifteenth 
century.  Intemally  the  arches  are  pointed,  but  the  tall  pews, 
with  their  carved  panels  and  curions  but  interesting  cresting  on 
the  top  rails,  the  elaborate  screens  and  other  fittings,  and  the 
omamental  plaster-panels  of  the  roof,  are  of  the  queer  provincial 
Classic  of  the  âge.  Although  few  new  churches  were  built  in  the 
century  following  the  destruction  of  the  monasteries,  old  churches 
were  by  no  means  so  neglected  as  their  présent  appearance  would 
lead  one  to  suppose.   The  tombs  and  commemorative  tablets  hâve. 


Fio.  aaa.— A8T0N  Hali-,  t 
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with  few  exceptions,  survived.  They  vary  in  excellence  ;  but  even 
the  most  rude  bave  a  certain  quaintness — ^in  the  inscriptions  if 
nowbere  else — wbicb  render  tbem  interesting.  But  the  other 
fittings — ^tbe  communion  table  and  rails,  tbe  screens,  pulpits,  and 
higb-back  pews — bave  mostly  disappeared  ;  tbey  were  swept  away 
in  tbe  restoration  mania  of  tbe  last  century.  A  few  pulpits 
remain,  and,  in  tbe  west  of  England  especially,  several  soreens. 
The  finest  of  tbe  latter  are  probably  in  Croscombe  Church,  Devon. 
But  those  that  still  exist  are  but  a  tithe  of  what  there  was  for- 
merly.  They  were  not  Gotbic— not  even  churchwarden's  Gothic 
— ^and  their  destruction  was  regarded  as  a  pious  and  praise- 
worthy  act. 


CHAPTER  XII 

INIGO  JONES,  SIR   CHRISTOPHER    WREN,  AND   LONDON 

CHURCHES 

"  LiTTLE  knacks  are  in  great  vogue  :  but  building  certainly  ought 
to  bave  the  attxibute  of  etemal,  and  therefore  the  only  thing 
uncapable  of  new  fashions/',^  The  words  are  Wren's  ;  the  opinion 
expressed  was  also  Inigo  Jones'.  The  remark  applies  to  the 
présent  time,  and  the  advice  is  even  more  necessary  to  remember 
now  than  it  was  two  hundred  and  fifty  years  ago. 

Inigo  Inigo  Jones  oocupies  a  unique  position  in  English  architecture  ; 

Jones.  a  position,  moreover,  which  no  other  architect  bas  ever  occupied 
in  any  other  country.  Brunelleschi,  when  he  started  the  Benais- 
sance  in  Florence,  was  for  a  brief  period  somewhat  similarly 
placed,  but  he  was  soon  surrounded  by  a  number  of  artists  in 
sympathy  with  him.  Inigo  Jones  for  years  stood  alone.  From 
1616,  when  he  was  appointed  by  James  L  Sorveyor-General  of  the 
Works  untU  the  outbreak  of  the  Civil  War  in  1642,  he  designed 
in  a  totally  différent  manner  from  bis  contemporaries.  But  for 
that  war  and  the  feeling  of  unrest  which  preceded  it,  bis  influence 
would  bave  been  f elt  sooner,  and  bis  isolation  not  bave  been  so 
great.  As  it  is,  bis  buildings  stand  Uke  rocks,  towering  above  a 
troubled  sea  of  architectural  confusion. 

Eariy  Inigo  Jones  was  bom  on  July  15,  1573,  in  the  parish  of 

in^o^        S.    Bartholomew,     Smithfield,   and    died    on   June  21,    1652. 

Jones.  He  had  a  long  life,  but  only  about  half  of  it  was  devoted  to 
architecture.  He  began  apparently  as  a  joiner's  apprentice,  but 
forsook  the  bench  for  the  easel,  and  obtained  a  proficiency  in 
drawing  which  stood  him  in  good  stead  later.  As  a  young  man 
he  travelled  in  Italy  and  the  "  politer  parts  of  Europe."  Early  in 
the  seventeenth  century  he  was  in  Denmark,  althougb  on  what 
errand  and  for  what  reason  is  uncertain.    Thence  he  returned  to 

»  "  Parentalia,"  p.  261. 
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England,  and,  possiblj  through  the  influence  of  Queen  Anne  of 
Denmark^  James's  queen,  was  employed  at  Court  as  a  designer 
of  the  scenery  for  masques.  The  first  at  which  he  assisted  was 
''  The  Masque  of  Blacknesse/'  arranged  by  the  queen  herself  for 
Twelfth  Night,  1604-5.  At  that  time  Ben  Jonson  was  the 
principal  writer  of  masques,  the  favourite  form  of  theatrical 
entertainment  which  succeeded  the  drama  of  Elizabeth's  reîgn 
and  preceded  the  comédies  of  the  Bestoration.  When  Prince 
Henry,  the  eldest  son  of  James  I.,  was  created  Prince  of  Wales 
in  1610,  Inigo  Jones  was  appointed  his  "  Surveyor,"  but  what 
work  he  did  in  that  capacity  is  not  definitely  known.  No  existing 
documents  connect  his  name  with  the  house  in  Fleet  Street, 
opposite  the  end  of  Chancery  Lane,  one  room  on  the  first  Aoor  of 
which  was  probably  the  council-room,  or  office,  of  the  Duchy  of 
Comwall  which  appertained  to  the  prince.  On  the  ceiling  are  a 
number  of  H's  and  crowns,  otherwise  the  design  is  similar  to 
many  other  omamental  Jacobean  ceilings  elsewhere.  The  prince 
dying  in  1612,  Jones  lost  his  post,  and  took  the  opportunity  in 
the  foUowing  year  to  revisit  Italy,  where  he  remained  for  about 
a  couple  of  years. 

His  architectural  career  may  be  said  to  commence  from  1615,  His  aroM. 
when  he  was  appointed  by  James  L  Surveyor-Qeneral  of  the  ^:^ 
Works,  Whether  the  king  reaUy  imderstood  the  importance  of 
the  appointment,  and  how  far-reaohing  would  be  the  results, 
appears  doubtfiil.  At  that  time  Jones  had  considérable  réputation 
as  an  art  connoisseur,  so  much  so  that  he  was  commissioned  by 
the  Earls  of  Pembroke  and  Arundel,  possibly  by  the  king  himself, 
to  buy  Works  of  art  in  Italy  and  France,  and  had  aiready  shown, 
in  his  designs  for  masques,  his  inventive  faculty  and  draughtsman's 
skilL  But  if  he  had  actually  carried  ont  any  buildings,  which 
appears  doubtful,  they  probably  difTered  little  from  his  con- 
temporaries'.  After  1615,  however,  no  such  remark  can  be 
made.  In  the  Queen's  House,  Greenwich,  commenced  1617,  in 
the  houses  on  the  west  side  of  lincoln's  Inn  Fields,  for  the  laying 
out  of  which  he  prepared  plans  in  the  following  year,  and  more 
important  still,  in  the  Banqueting  Hall,  WhitehaJl,  the  first  stone 
of  which  was  laid  on  June  1, 1619,  he  struck  a  note  absolutely 
unknown  before  in  England. 

The  original  Banqueting  Hall  was  destroyed  by  fire  on  Banqaet. 
January  12,  1618-19,  and  Jones,  as  Crown  Surveyor,  got  his  *^"^- 
chance.   The  new  building  was  finished  in  March,  1622.    It  seems 
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probable  that  ail  tbe  king  deaired  at  first  vas  a  new  hall,  but  the 
archîtect  eaw  his  opportuoity  of  deaigning  an  entirely  new  palace 
whicb  wonld  take  the  place  of  the  exlsting  irregularly  planned 


Fia.  338  (OmU). 
buildings    vhich    then  comprised  Whitehall.      He  accordiogly 
produoed  a  plan  which,  if  carried  out,  would  hâve  given  the 
KingB  of  England  one  of  the  finest  royal  résidences  in  the  world. 
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Extensive  though  the  scheme  was,  it  was  not  sufiEiciently  palatial 
for  James'  successor,  Charles,  who,  about  1639,  ordered  firesh  plans 
of  greater  dimensions.  But  the  exchequer  was  empty,  the  people 
murmuring  against  the  excessive  and  unjust  taxation,  and  nothing 
more  was  ever  built.  The  présent  Banqneting  HaU  would  hâve 
been  but  a  fragment  of  the  palace,  and  not  the  most  important 
either,  occupying  but  a  small  portion  of  one  side  of  the  great 
central  court.  On  one  side  a  circular  court  had  been  intended, 
about  110  feet  in  diameter.^  Âpart  from  this  feature  the  plan  is 
absolutely  symmetrical. 
1620-42.  Between  1620  and  the  commencement  of  the  Civil  War  was 

Jones'  busiest  time,  when  he  was  fullj  occupied  with  Whitehall 
and  other  buildings.  The  Queen's  House,  Greenwich,  not  finished 
untîl  1635,  and  the  houses  iu  Lincoln's  Inn  Fields,  hâve  alreadj 
been  mentioned.  In  1631  he  laid  out  Covent  Garden,  with  its 
piazza,  now  altered  and  modemized,  and  church  of  S.  Paul. 
The  last  was  destroyed  by  fire  in  1795,  but  its  portico,  as  rebuilt, 
with  its  massive  simple  columns,  has  a  genuine  Inigo  Jones 
feelîng,  although  the  entablature  and  pediment  may  hâve  suffered 
modification.  He  had  previously,  about  1620,  prepared  a  report 
on  the  condition  of  S.  Paul's  Cathedral,  and  thirteen  years  later 
he  commenced  the  rebuilding  of  the  west  front  and  other  portions, 
whioh  were  destroyed,  together  with  the  rest  of  the  church,  in  the 
Great  Fire.  There  is  no  reason  to  déplore  their  loss.  Fine  though 
the  front  may  hâve  been  in  itself,  it  must  hâve  appeared  incon- 
gruous  with  the  more  lofty,  earlier  Gothic  work  behind  it.  In 
France  there  are  several  examples  of  Œassic  west  fronts  tacked 
on  to  earlier  buildings,  but  not  one  that  is  really  satisfactory. 
About  1630  he  designed  Baynham  Hall,  Norfolk,  the  beat 
authenticated  and  most  complète  of  his  country  houses,  and  ton 
years  later  the  south  front  of  Wilton  House,  near  Salisbury,  with 
its  fine  suite  of  rooms.  In  Northamptonshire  he  had  previously 
designed  the  two-storied  building  running  across  the  front  of  the 
courtyard  at  Castle  Ashby,  Connecting  the  two  wings,  and  he  is 
credited  with  the  remodelÛng  of  a  similarly  placed  front  at  Kirby 
Hall,  between  1638  and  1640,  and  with  some  of  the  internai 
fittings.  At  Castle  Ashby  he  also  designed  the  paneUing  of  a 
small  ground-fioor  room  to  the  left  of  his  addition,^   but  it  is 

1  The  unânished  court  of  Brydon's  building,  at  the  bottom  of  Parliament 
Street,  gives  some  idea  of  what  its  appearance  would  hâve  been. 

■  Drawings  of  it  are  given  in  "  Joinery  "  In  the  second  volume  of  "  Building 
Cioustruotion.'^ 
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questionable  if  he  is  responsible  for  the  fittings  at  Kirby.  Well 
designed  though  they  are,  they  appear  later  in  date  and  more 
"Wrenian"  in  character,  and  lack  the  virility  that  generally 
distingoishes  hia  work.  York  Water  Gâte,  which  formerly  stood 
at  the  top  of  a  flight  of  steps  leading  down  to  the  river,  and  now 
is  half  buried  below  the  level  of  the  Embankment  Gardons,  is 
doubtless  his,  and  dates  firom  1626.  It  was  canred  by  Nicholas 
Stone,  who  worked  as  chief  mason  for  Jones  at  Whitehall  and 
elsewhera  Only  one  Gothic  design  can  authentically  be  attributed 
to  him,  namely,  the  Ghapel  of  lincoln's  Inn,  built  between  1617 
and  1623.  But  those  who  go  there  now  to  see  how  the  architect 
managed  Gothic  will  hâve  their  labour  for  nothing.  The  building, 
until  about  thirty  years  ago,  was  full  of  most  interesting  little 
touches  which  although  not  Gothic  :did  not  conflict  with  the  style. 
Thèse  were  ruthlessly  "restored"  away  about  1880,  when  the 
détail  was  '' corrected,"  and  the  building  made  infinitely  more 
commonplace  in  conséquence. 
Attri-  Amongst  other  buildings  attributed  to  him  are  portions  of 

bu^UngB.  Charles  II.'s  blook,  Greenwich  Hospital,  Ooleshill  House,  Berks, 
and  Ashbumham  House,  Westminster,  with  its  exceedingly  digni- 
fied  and  beautif  uUy  proportioned  staircsise.  Thèse  were  not  built 
until  after  his  death,  and  were  carried  out  by  his  successor,  Webb. 
The  Civil  War  stopped  work  so  completely  that  the  designs  may 
hâve  been  made  years  before  they  were  carried  out  On  the  other 
hand,  it  is  possible  that  the  crédit  for  ail  should  be  given  to  Webb.^ 
That  Inigo  Jones  was  a  disciple  of  Palladio,  and  carried  that 
architect's  book  about  with  him  everywhere,  is  an  oft-told  story, 
but  none  the  less  a  true  one.^  In  his  disUke  of  and  revolt  against 
the  détail  and  proportions  which  passed  muster  in  his  time  in 
England,  he  sometimes  rather  overdid  correctness.  He  felt  bonnd 
to  make  a  protest.  If  one  less  gifced  than  he  could  hâve  prepared 
the  way  he  might  hâve  given  freer  rein  to  his  genius.  As  it  is, 
many  of  his  designs,  and  those  amongst  his  best,  are  deliberately 
clothed  in  Palladian  dress.  This  applies  particularly  to  his  work 
in  London  ;  in  the  country  he  was  less  severe,  and,  if  ail  the 
buildings  there  credited  to  him  are  really  his,  less  "correct" 
The  Banqueting  Hall  resembles  the  Palazzo  Porto   Barbarano, 

^  As  regards  Greenwich,  see  article  by  Mr.  Z,  A.  Gotch  on  the  Borlington- 
Devonshire  drawings  in  the  B.LB,A,  Journal^  Third  Séries,  Vol.  XVIH.  pp. 
817-342. 

>  His  copy  of  Palladio*8  book  is  in  the  Library  of  Woroester  Collège,  Oxford. 
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Vîcenza,  in  the  super-imposition  of  the  lonic  and  Coiinthian  orders, 
and  the  Casa  del  Diavolo  and  Palazzo  Thiene,  in  the  same  town,  in 
the  swags  uniting  the  capitals.  In  the  houses  in  Lincoln's  Inn  Fields 
he  foUowed  his  master  in  the  rusticated  basement  with  pilasters 
above  running  throngh  two  storeys.  In  the  Charles  II/s  block 
of  Greenwich  Hospital  (possibly  not  his  but  Webb's),  both  storeys 
of  the  east  front  are  rusticated  stone  crowned  by  an  exceedingly 
heavy  entablature.  There  are  no  pilasters  or  columns,  except  in 
the  centre  of  the  front,  where  engaged  columns  start  direct  from 
the  ground  and  support  an  entablature,  and  at  the  end  nearest  to 
the  river.^  The  Queen's  House,  Greenwich,  and  the  York  Water 
Gâte  are  thoroughly  Palladian.  In  the  Lincoln's  Inn  Fields' 
houses  the  bands  across  the  pilasters  with  Tudor  rose  and 
fleur-de-lys  on  them  altemating,  are  an  original  touch.  Equally 
original  is  the  sectional  plan  of  the  iront  of  the  Banqueting 
Hall.  The  two  bays  at  each  end  are  pilastered;  the  central 
part  has  engaged  columns,  and  its  face  projects  slightly  in  front 
of  the  face  of  the  wings,  just  sufficiently  to  allow  the  two 
columns  at  its  ends  to  be  detached  on  the  outside,  and  yet  three- 
quarters  attached  on  the  inside,  like  the  remaining  two  columns 
of  the  central  portion.  This  may  appear  a  small  détail  to  lay 
stress  upon,  but  the  charm  of  the  front  is  largely  owing  to  it.  The 
same  idea  is  repeated,  on  a  smaller  scale,  in  the  columns  flanking 
the  entrance  gateway  in  front  of  the  courtyard  at  Castle  Ashby. 

The  greater  freedom  and  less  correctness  in  détail  of  some  of 
Inigo  Jones'  country  work  are  probably  due  to  his  being  unable 
to  exercise  the  same  personal  supervision  that  he  was  able 
to  give  in  London.  The  workmen  did  not  always  foUow  his 
instructions  exactly.  There  is  no  appearance  of  this  at  Wilton, 
either  extemally  or  internally.  He  evidently  gave  the  work 
there  spécial  attention.  But  portions  of  Baynham  Hall,  the 
central  gable  of  the  entrance  front  especially,  are  unworthy  of  him. 
At  Earby  Hall  parts  are  excellent,  others  less  satisfactory.  The 
chimneys  are  f ull  of  character  ;  but  the  Windows  facing  the  courts 
suggest  some  one  less  versed  than  he  in  Classic  proportion  and 
détail  (see  Fig.  229).  The  rustication  of  the  sides  of  the  chimneys 
and  of  the  walling  generally,  is  worked  in  the  same  way  as  is 
indicated  in  some  of  the  détail  drawings  of  Whitehall.  The  face 
of  the  rustication  is  the  face  of  the  wall  ;  the  channels  are  sunk 
and  are  stopped  at  the  corners.    The  more  usual  treatment  is  for 

^  For  the  rivar  front  see  next  ohapter,  pp.  802-4. 
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the  chftnnels  to  form  the  face  of  the  wall,  and  to  run  throi^h,  the 
rest  of  the  wall  beiug  a  séries  of  raiaed  panels.  Ât  Castle  Âahby 
the  proportions  are  good;  but  when  thinking  of  Inigo  Jones' 
work  one  is  so  accustomed  to  pictnre  the  Banqueting  Hall,  to  the 
exclusion  of  everything  elae,  that  even  Castle  Astiby  is  somewhat 
disappointing. 

Inigo  Jones"  principal  successor  was  John  Webb,  his  pupil  John 
assistant,  and  exécuter,  who  during  bis  lifetime  made  most  of  hïa  ^**'''' 
architectural  drawings.    Webb  had  an  enthusiastio  admiration  for 
bis  master,  and  in  bis  work  followed  faithfully  the  example  the 
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latter  had  set.  To  what  extent  hg  possesaed  original  ahïlity  is 
dispnted,  but  Mr.  Gotch,  in  the  article  already  referred  to, 
gives  him  a  bigher  place  than  he  bas  hitherto  been  credited  with. 
He  commenced,  or  else  continued,  the  "Charles  II."  block  at 
Greenwioh,  and  either  designed  himself  or  carried  out  Jones' 
designs  at  ABbbnmbam  House,  Thorpe  Hall,  near  Peterborougb, 
Âshdown  Honse,  Berkshire,'  the  main  block  of  which  resembles 
Coleehill  in  the  same  county,  in  the  bold  cornioe  uuder  the  eaves, 
in  the  balustrading  sorroonding  tbe  lead  fiât  above  the  roof,  and 
in  the  cupola  which  rises  irom  its  centre;  and  other  buildings 

■  Foi  hiRher  particnlan   ot  ÂHhdown,  Ooleahill,  eto.,  me  next  chaptei, 
pp.  318-16. 
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mostly  now  destroyed.  In  the  gardons  of  Thorpe  Hall  is  a 
delightfol  two-storied  garden  -  hoose,  evidentlj  modelled  on 
Michael  Angelo's  buildings  on  the  Capitol,  Borne.  Broad 
pilasters  run  the  fùll  height  f rom  the  ground  to  the  top  comice, 
and  alongside  thèse  are  colomns  on  the  lower  storey  flanking  the 
lintelled  opening.  The  pilaster-fronted  house  in  Great  Qneen 
Street — laid  ont  in  1606,  the  hooses  being  built  about  thirty  years 
later — may  be  his  or  his  master's.  The  front  is  characteriatic  of 
both  men,  and  the  same  may  be  said  of  the  staircase  inside.  For 
some  time  Webb  was  Deputy-Surveyor  to  the  Crown,  and  had  the 
promise  of  the  reversion  of  the  post  of  Surveyor-General  at  Sir 
John  Denham's  death.  When  that  happened,  however,  in  1668, 
Wren  was  appointed  in  his  stead.  Webb  promptly  resigned  his 
Deputyship,  and  soon  after  retired  firom  practice  and  went  to  live 
in  the  country. 

Webb  forms  the  Connecting  link  between  Inigo  Jones  and  Sir 
Christopher  Wren.     little  is  known  about  his  contemporaries. 
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The  Biding  School  at  Bolsover  Castle  is  attributed,  by  Walpole, 
to  an  architect  named  Marsh.  It  was  built  by  Sir  William 
Cavendish,  afterwards  Duke  of  Newcastle,  the  great  authority 
of  his  time  on  horsemanship,  probably  before  the  Civil  War 
commenced,  but  this  is  not  certain.^  It  is  a  very  fine  design. 
The  outrances  to  the  Riding  School  and  Stables  are  bold,  suitable, 
and  well-proportioned,  and  the  numerous  dormers  perhaps  the 
best  of  their  class  in  the  country.  The  rusticated  colunms  which 
flank  the  gâtes  alongside  the  building  (not  shown  in  the  di'awing) 

^  Bolsover  Oastle  is  not  easy  to  date.  The  main  block  was  appaiently 
oommenœd  by  Elisabeth,  Goontess  of  Shrewsbory  (Bess  of  Hardwiok),  about 
1607,  and  finished  by  Sir  Charles  Gavendish  in  1618,  who  probably  added  the 
foreoonrt  and  the  garden  alongside,  with  its  wall  forming  a  séries  of  alcôves. 
His  successor,  Sir  William,  later  Duke  of  Newcastle,  bmlt  the  detached  long,  or 
(*  Qneen's,"  gallery  in  1688-84  (see  p.  S48).  The  Biding  School  foUowed.  The 
duke  died  in  1676. 
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are  eoarse  aad  unsatisfaotoiy.    Thèse  probably  were  boilt  before 
the  Riding  School,  and  at  the  same  time  as  the  Long  GftUeiy. 

The  kDowledge  of  Classic  was  spreading  in  England  before  ij^wiiig 
the  Commonwealth  b^au,  but  old  traditions  were  far  &om  beîng  ditioiu. 
abandoned.  The  Banqneting  Hall,  with  its  pure  détail  and  pro- 
portions, and  £ramed-in  window  openings,  was  long  finished,  bat 
the  workmau  clung  to  his  muUions  and  transoms,  bis  shing 
conrses  and  gables,  and  preferred  that  the  heads  of  his  doorways 
flhould  be   Tudor.*     Ât    Oxford  the   conservatire  feeling  was 


particularly  strong.  Between  1630  and  1640,  Christ  Ctiaroh 
Coll^  Btaircase  hall  was  building  with  a  Gothic  fan  tracery 
vault.  Between  1631  and  1635,  Arcbbishop  Land  mode  the 
additions  to  S.  Joha's  Collège.  Theae  bave  been  attributed  to 
Inigo  Jones,  but  without  foandation.  That  archit«ct  might  hâve 
been  awayed  safficiently  by  the  surroundinga  to  build  in  Gothic, 
bat  that  influence  could  hardly  bave  caused  him  to  design  in 
indiffèrent  Classic.  The  confusion  of  ideola  prevailii^  even  after 
the  Bestoiation  is  well  illuatrated  in  the  "Hungerford  Free 
Schoole  and  Almeshonsea,"  Coraham,  Wilta,  dated  1668.  The 
greater  part  of  the  outside  and  ail  the  flttings  of  the  almahoose 

>  They  ks  Tador,  sioept  that  the  upper  portiona  ot  Mob  bekd  are  Rtralght, 
ioBtead  ol  belng  Bligbtly  cuned,  as  in  pnre  Tadoi  loar-oentted  arches. 


Wren. 
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portion  of  the  building  are  on  the  old  Unes.  In  the  porch,  how- 
ever,  and  on  the  commemorative  tablet  on  the  long  front,  and  in 
the  fittings  of  the  chapel  that  also  served  as  schoolroom,  the 
feeling  is  entirely  différent  ;  and  jet  it  appears  certain  that  they 
are  the  same  date  as  the  rest.  Thèse  portions  must  hâve  been 
execnted  by  another  set  of  workmen,  coming  possibly  from  Bath, 
Bristol,  or  some  other  centre,  who  were  more  advanced  than  the 
local  men  who  carried  ont  most  of  the  work.  Still  forther  west, 
in  Somerset,  many  examples  still  ezist,  later  in  date  than  the 
Corsham  building,  which  are  thoroughly  Gtothic  in  spirit,  and  not 
particularly  debased  in  détail.  At  Martook  especiaUy  there  are 
several  ;  and  in  other  villages  in  the  county  men  clung  to  the  old 
f orms  long  after  they  had  been  abandoned  elsewhere. 
SirO.  Sir  Christopher  Wren  was  bom  on  October  20,  1632.    His 

father  was  a  country  clergyman,  and  his  uncle  was  Mathew  Wren, 
Bishop  of  Ely,  who  was  imprisoned  in  the  Tower  for  eighteen 
years,  and  only  regained  his  freedom  at  the  Bestoration.  As  a 
boy  he  showed  marked  abilities.  His  Classical  knowledge  was 
considérable,  but  his  favourite  studies  were  mathematics  and 
astronomy.  He  was  a  Fellow  of  Ail  Soûls'  when  only  twenty- 
one,  had  a  share  in  founding  the  Boyal  Society,  and  after  having 
been  Professer  of  Astronomy  at  Gresham  Collège,  London,  was,  in 
1661,  appointed  Savilian  Professer  of  Astronomy  in  the  University 
of  Oxford.  Nothing  in  his  career  up  to  then  had  marked  him  as 
destined  for  the  architectural  profession,  but  in  the  same  year  he 
became  assistant  to  Sir  John  Denham,  Surveyor-Greneral  to  the 
Crown.  That  was  the  tuming-point  in  his  career.  His  first 
work  was  the  Chapel  at  Pembroke  Collège,  Cambridge,  which  he 
designed  for  his  uncle  the  Bishop  in  1663.  It  is  a  delightfully 
simple  design,  thoroughly  Classic,  and  might  well  be  fifty  years 
later  in  date.  In  the  same  year  he  prepared  plans  for  the 
Sheldonian  Théâtre,  Oxford,  which  was  finished  in  1668.  This 
possesses  no  particular  architectural  ment,  but  shows  some 
knowledge  of  construction  and  planning.  The  span  of  the  roof 
is  68  feet,  and,  in  the  words  of  Fergusson,  '*  a  larger  number  can 
see  and  hear  than  in  any  similar  building  in  the  United  King- 
dom."  In  1665  Wren  paid  a  six  months'  visit  to  France,  returning 
early  in  the  foUowing  year.  During  this  visit  he  studied  archi- 
tecture diligently.  "I  shall  bring  you  almost  ail  France  in 
paper,"  he  writes.  Most  of  the  time  he  was  in  Paris,  at  that 
period  a  better  school  at  which  to  study  modem  architecture  than 
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Italy.     Lemercier  was  dead,  and  François  Mansard's  best  work 


(înished,  but  Levan,  Perraalt,  and  alao  Beroini,  were  ail  engaged 
OD  tbe  Louvre,  and  other  fine  baildings  were  being    erected> 
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Wren'a  failuie  to  reach  Italj  waa  not,  therefore,  so  serions  a 
loss,  althoQgh  actaal  contact  with  the  ruina  of  Impérial  Rome 
and  tlie  masterpieces  of  Bramante,  Peruzzi,  and  Mîcliael  Ângelo 
would  probably  bave  given  bis  etyle  that  broader,  bîgger  tonch 
which  to  some  extent  it  lacks.  On  his  retum  to  London  he  was 
buay  with  a  scbeme  for  remodelling  old  S.  Fanl's,  -which  chureh 
had  been  neglected  during  the  CommoQwealth,  and  had  fallea 
into  a  very  ruinonfi  condition.  In  hia  alterations  and  additions 
he  proposed  to  départ  from  "  the  Gotbick  rudeness  of  the  oH 
design,"  and  to  follow  "  a  good  Koman  manner."     Luokily  for  bis 


WREMi  PLAM  rOR  REBVILOINC  THE  QTY  OF  LOttDOM. 
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réputation,  and  for  posterity,  the  Great  Fiie  of  1666  frnstrated 
bis  intentions. 
Pi»iitor  The  fire  was  Wren'a  opportunity;  but  he  could  not  hâve 

L^^d"n!^  avaUed  himself  of  it  so  fully  but  for  the  death  of  Sir  John 
Denham.  Wren  sncceeded  to  bis  poat  of  Snrveyor-General  in 
1669,  and  hereafter  the  reboilding  of  London  was  to  a  great  eztent 
in  bis  hands.  He  did  not,  however,  get  bis  own  way  entirely. 
The  fine  soheme  he  prepared  for  laying  ont  tbe  oity  arcbiteoturally 
was  not  aocepted.  Ihe  cost  would  hâve  been  great,  bnt  the 
advantages  greater.  Tbe  golden  opportunity  was  loat;  and  no 
suob  chance  is  ever  lihely  to  occur  f^ain.  In  hia  plan  he  made 
the  Excbange  the  c«ntre,  and  grouped  round  it  tbe  Poet  Office, 
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Mint,  and  other  important  buildings  ;  making  it  a  Forum,  in  fact, 
after  the  manner  of  the  Somans.  From  it  started  four  main 
thoroughfares  and  six  slightly  narrower  streets,  one  of  which  led 
direct  to  London  Bridge.  S.  Paul's  Cathedral  he  isdated,  making 
the  open  space  in  front  of  the  west  end  of  considérable  width, 
narrowing  as  it  ran  westward  down  Ludgate  HilL  Near  the  foot 
of  the  hill  he  planned  a  "rond  point,"  from  which  radiated 
streets,  and  similar  centres  he  placed  in  other  parts  of  the  city. 

If  Wren  had  never  built  S.  Paul*s  Cathedral  his  réputation  State  of 
would  still  be  great  owing  to  the  large  number  of  churches,  teotorein 
public  and  Collegiate  buildings,  and  private  houses  he  designed  ^'  1^70. 
Some  of  his  churches  are  considered  later  in  this  chapter,  and  a 
few  of  his  other  buildings  are  referred  to  in  the  next.  It  would 
hâve  been  impossible  for  him  to  hâve  carried  ont  ail  this  work,  in 
addition  to  S.  Paul's,  if  architectural  design  had  been  in  the  same 
State  then  that  it  is  now;  if  even  the  conditions  had  been 
similar  to  those  prevailing  fiffcy  years  previously.  Before  Wren 
was  engulfed  in  his  numerous  undertakings  the  seed  sown  by 
Inigo  Jones  and  Webb  had  taken  root,  and  aU  over  England 
architects  and  workmen  were  in  sympathy.  The  confusion  of 
tongues  which  had  prevailed  for  a  hundred  and  fifty  years  or 
more  was  stilled,  and  once  more  men  were  in  agreement  as  to 
what  constituted  architecture.  The  full-size  détails  and  rigid 
instructions  which  Inigo  Jones  had  found  necessary  were  no 
longer  imperative.  Wren  could  leave  the  carving  of  internai 
fittings  to  Grinling  Gibbons  and  Gibber  ;  and  other  skilled  men 
of  the  time  could  carve  the  stone  capitals  in  and  outside  S.  Paul's 
without  much  attention  from  the  architect.  The  entablatures 
and  other  mouldings  could  be  worked  according  to  rule,  once  their 
main  dimensions  were  settled.  That  Wren,  however,  sometimes 
found  it  advantageous  to  supply  full-size  détails  is  shown  in  a 
letter  accompanying  his  design  for  the  Library,  Trinity  Collège, 
Cambridge,  which  was  commenced  in  1678.  He  says,  "  I  suppose 
you  hâve  good  masons,  however,  I  would  willingly  take  a  further 
pains  to  give  ail  the  mouldings  in  great;  we  are  scrupulons  in 
small  matters,  and  you  must  pardon  us,  the  architects  are  as 
great  pédants  as  critics  or  heralds."  This  letter  shows  that  in 
the  latter  part  of  the  seventeenth  century  détails  were  frequently 
still  lefb  to  the  mason.  In  London  Wren  could  trust  the  work- 
men, beeause  they  had  been  trained  under  him  ;  of  the  men  at 
Cambridge  he  evidently  had  doubts. 


286     A    HISTORY  OF  ARCHITECTURAL  DEVELOPMENT 

S.  Paoï'B.  For  some  time  after  the  fire  hopes  were  entettained  that  it 
might  be  possible  to  letain  a  great  deal  of  old  S.  PauVs. 
Fortonately  thèse  proved  vain.  In  1668  it  was  decided  to  destroy 
the  dangerouB  portions,  and  the  foUowing  year  Wren  was 
instructed  to  prépare  designs  for  a  new  building.  His  first 
design  was  octogonal  in  plan,  the  diagonal  sides  being  curved. 
In  front  of  the  west  end  was  a  domed  narthex,  somewhat  similar 
to  the  one  suggested  by  A.  San  Grallo  for  S.  Peter's,  Borna  ^  The 
plan  Ib  fascinating,  and  would  hâve  resulted  in  a  magnifîcent 
interior»  but  it  may  be  questioned  if  eztemaUy  the  efifect  would 
hâve  been  so  fine  as  the  existing  building.  A  square,  G-reek 
Cross,  or  octagonal  plan,  is  undoubtedly  by  fiGir  the  best  to  show 
a  dôme  to  advantage;  a  fact  already  recognized  by  Bramante, 
Michael  Angelo,  the  three  San  Gralli,  and  other  Italian  architects, 
and  soon  to  be  demonstrated  also  by  J.  H.  Mansard  at  Les 
Invalides,  Paris.  Wren  realized  this  also.  But  at  the  time  he 
made  his  design  he  had  had  little  expérience,  and  his  style  was 
still  unformed.  He  had  not,  like  Inigo  Jones,  examined  on  the 
spot  the  monuments  of  antiquity  and  the  masterpieces  of  the 
Itolian  Benaissance.  His  few  months  spent  in  France  had  been 
invaluable,  but  at  the  same  time  insuf&cient  He  had  seen  no 
really  large  Glassic  churches,  and  the  only  dômes  he  was 
acquainted  with  were  a  few  in  Paris,  notobly  Lemercier's  dôme 
for  the  churoh  of  the  Sorbonne.  Wren's  genius  enabled  him  to 
make  a  noble  plan  and  fitting  interior.  To  design  an  exterior, 
however,  to  such  a  plan  is  one  of  the  most  difficult  problems  an 
architeot  can  tackle.  No  wonder  he  did  not  quite  succeed  at  the 
first  attempt  If  his  design  had  been  aocepted,  improvements 
would  doubtless  hâve  been  introduced  as  the  work  proceeded, 
especially  as  regards  the  dôme.  But  to  his  great  regret  it  was 
rejected.  It  was  too  great  a  departura  The  clergy  with  one 
accord  cried  out  against  it.    It  was  so  différent  from  anything 

y  they  had  been  accustomed  to,  and  their  especial  complaint  was 

that  there  was  no  chanceL  Their  idea  of  a  cathedral  was  stiU  a 
Latin  cross,  with  nave,  choir,  transepts,  and  flanking  aisles.  The 
**  Warrant  "  design  followed  ;  the  one  offidally  described,  in  1675, 
as  "very  artificial  (m.  artistic),  proper,  and  usefuL"  In  tUs 
design  Wren  gave  them  ail  they  asked  for,  and  in  addition  a  great 
octogon  about  110  feet  in  diameter.     This  he  proposed  to  cover 

i  The  model  he  prepared  for  this  is  now  in  the  Bo«ith  gaUery  of  fche  Cathedral, 
and  is  aufficiently  large  for  the  many  heauties  of  tha  design  to  be  apparenL 


JNIGO  yONES  AND    WREN 


Pio.  886.— Witzn'a  iibbt  si.iH  o»  8t.  Pint'B. 

{Frvm  W.  Lmifman'i  "  A  HvIoti  tf  Ot  Thnt  Cathmirtiii  dtditaUd  le  St.  Patil  ia  Londim.") 
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by  a  oombination  of  dôme,  tower,  and  spire,  of  whicb  the  lees 
said  tbe  better.  Tbe  Londoners  of  tbe  seveateenth  oentoiy  bad 
become  so  accustomed  to  a  spire  as  tbe  cbief  featme  of  tbeir 


cathedial,  that  Wren  was  forced  to  bomoar  them  to  the  extent  of 
iacludiug  one  in  bis  design.  Bat  that  be  intended  to  oblige  tliem 
furtber  by  puttii^  it  into  exécution  ia  doubtfuL    Tbe  wairant 
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sllowed  bim  to  make  variations  "  aa  from  time  to  time  be  ehould 
see  proper,"  aod  this  "  lîberty"  he  availed  himself  of  to  a  considér- 
able extent.  Ha  did  net  dare  départ  greatly  ^oin  tbe  main 
outline  of  tiie  plan,  as  such  departnre  wonld  hâve  been  easily 
detected,  bnt  be  introduoed  sevrâal  modifications,  tbe  cbief  being 
reducing  tbe  number  of  tbe  nave  bays,  by  vhicb  be  approacbed 
nearer  to  tbe  proportions  of  Claasic  ohurcbes  on  tbe  Continent, 
and  to  a  corresponding  extent  departed  from  tbe  reduplication  of 
piers  customary  in  Gotbic  cburcbea.  Tbe  exteiior  was  altogether 
remodelled,  and  an  entirely  new  design  made  for  tbe  dôme  and 
its  druma.^    The  ârst  stone  of  tbe  new  foundationa  was  laid  on 


June  21,  1675,  by  Wren  himself,  and  the  top  stone  of  tbe  lanteni 
tbirty-five  years  later  by  Ma  son  and  by  Edward  Strong,  obief 
mason,  son  of  Thomas  Strong,  wbo  assisted  Wren  to  lay  tbe 
first  stone. 

The  skilfal  construction  of  tbe  dôme  and  tbe  gieat  beauty  of  The 
the  pemtylar  drum  bave  already  been  referred  to  (see  pp.  162-4).  ""• 
Â  tower  or  spire  may  be  a  more  appropriate  landmark  in  tbe 
country  and  equally  effective  in  a  small  town  ;  but  for  a  great 
oity  notbîng  can  compare  in  dignity  wîtb  a  dôme.  Tbe  ribs  of 
tbe  dôme  of  S.  Fanl's  spread  themselves  out  as  thongb  to  embraoe 
the  wbole  city,  and  extend  a  weloome  to  its  inhabitants.    The 

'  8«veral  deetgm  were  nutda,  b 
pteeent  magnlfioent  remit  itm  by  n 
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dômes  of  S.  Peter's,  Borne,  and  Florence  Cathedial  are  greater, 
and  the  dôme  itself  of  the  former  possibly  finer,  but  taking  dram 
and  dôme  together,  neither  of  the  above  can  compare  in  beaatj 
of  outline  with  Wren's  crowning  triumph.  It  not  only  looks  well 
from  afar,  towering  above  the  city,  but  such  fasdnating  peeps  of 
it  are  also  obtainable  from  the  narrow  streets  snrrounding  the 
cathedra!^  S.  Paul's  means  more  to  London  than  S.  Peter's  to 
Bome  ;  more  even  than  its  oathedral  means  to  Florence.  S.  Peter's 
is  on  the  outskirts  ;  S.  Paul's  not  onlj  is  central,  but  is  placed  on 
the  highest  ground  in  the  oity,  and  dominâtes  the  whole.' 
SidewaUa  In  the  ''Warrant"  design  the  aisle  walls  were  only  of  one 
^^^'  storey,  and  little  higher  than  the  top  of  the  side  vaults.    In 

exécution  Wren  raised  thèse  to  the  same  height  as  thè  nave  walls, 
foUowing,  in  this  respect,  the  ezample  set  at  S.  Peter's.  There 
can  be  no  doubt  that  he  was  right  in  doing  so.  Few  now  will 
endorse  Gwilt's  statement  that  the  upper  portion  of  the  aisle  waUs 
is  ''  an  abuse  that  admits  of  no  apology.  It  is  an  architectural 
fraud."  The  upper  walls  buttress  the  supports  of  the  dôme.  They 
also  take  the  place  of  and  perf orm  the  same  functions  as  the  lofty 
pinnacles  that  lise  above  the  haunches  of  flying  buttresses  in 
Gothic  churches.  That  they  are  continuons  and  not  a  séries  of 
isolated  members  does  not  make  them  fraudulent,  neither  does  it 
diminish  their  utility.  On  the  contrary,  their  utility  is  increased 
by  their  solidity.  Behind  them  are  the  flying  buttresses.  To  hâve 
allowed  thèse  to  show  from  outside  would  hâve  destroyed  entirely 
that  feeUng  of  repose,  essential  to  success  in  Glassic  design,  which 
was  acknowledged  by  Alberti  at  Mantua,  by  Michael  Angelo  at 
Bome,  and  by  other  great  masters  of  the  Benaissance.  The  con- 
struction of  the  dômes  of  S.  Paul's  has  also  been  termed  a  fraud. 
If  to  conceal  an  inner  dôme  and  a  cône  by  an  outer  dôme  of 
timber  and  lead  deserves  this  reproach,  why  should  it  not  be 
applied  equaUy  to  the  thousands  of  mediœval  churches  in  which 
vaults  of  stone  are  covered  by  high-pitched  roofs?  If  either 
deserves  it,  which  is  doubtful,  the  latter  deserve  it  more,  as  in  a 
Gothic  church  vault  and  roof  are  entirely  separate  and  distinct. 

*  I  remember  Tividly  the  yiew  I  onoe  had  throogh  a  top  window  of  a  honse 
in  PaternoBter  Square.  The  dôme  and  a  spandril  of  Une  sky  fiUed  the  frame, 
and  the  effect  was  stnpendouB. 

*  The  inscription  on  the  taUet,  dated  1688,  in  Panyer  Alley,  off  Patemoster 
Bow,  reads  : 

**  When  y*  hâve  sought  the  Oitty  round 
Yet  stiU  this  is  the  highs'  ground." 


INIGO  JONES  AND    WREN 
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In  S.  Fanl'B  tbe  cône  carriea  the  tdmbets  of  the  outer  dôme,  whidi 
withont  it  could  only  hâve  been  constnicted  with  diffioolty. 

In  the  interior  the  cuBtomary  Classic  ordinance  of  pîlastered  luterior. 
piers  aupporting  arches,  vith  an  entablatme  above,  is  foUowed. 
Only  the  comice  of  the  entablature,  bowever,  ia  contmuoua.  The 
fjrieze  and  atobitraTe  are  omitted  over  the  arches  between  the 
pUasters.  Abore  the  comice  ia  a  lofty  atdc  £rom  which  springs 
the  vanlt,  eut  into  bj  the  tall  olereatory  Windows.    The  bays  of 


the  nare  and  choir  are  oblong,  and  are  dîvided  from  one  auother 
bj  transvBTse  arches.  A  barrel  vanlt,  as  at  S.  Andréa,  Mantua, 
and  in  portions  of  St.  Peter's,  Borne,  was  out  of  the  question, 
owing  to  the  need  for  bigh  side-lighting.  In  churches  abroad, 
snch  as  S.  Giorgio  Maggiore,  Venice,  S.  Koch,  Paris,  etc.,  in 
which  tbe  bays  are  oblong,  and  similar  lighting  was  required,  tbe 
vault  ia  of  the  Welsh  gioin  type  (see  p.  131).  This  cannot  be  said 
to  be  a  beautifol  form,  Wren  improved  on  it  vastly  at  S.  Paul'a 
by  making  tbe  central  part  of  eacb  bay  a  saucer  dôme,  surroanded 
by  a  broad  and  Mghly  enriched  band  which  séparâtes  it  from  tbe 
irr^nlarly  shaped  pendentives  below.  At  tbe  crossing,  nnder  the 
dôme,  Wren  was  confronted  by  a  difficulty  owing  to  the  shape  of 
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his  piers  which  made  the  openings  on  the  oardinal  aides  of  the 
ootagon  considerably  wider  than  the  openings  on  the  diagonal 
sides.    It  was  essential,  however,  that  the  upper  arches  of  the 
latter  should  in  appearance  be  identical,  at  least  superficially,  with 
the  barrel  vaults  opening  into  nave,  choir,  and  transepts.    To  hâve 
made  them  so  in  reality  was  impossible.    His  drum  and  dôme 
woold  hâve  been  unsupported.    He  overcame  the  difficulty  by 
partially  fiUing  in  the  arches  on  the  diagonal  sides  with  spandnbs 
whioh  aie  recessed  a  few  inches  behind  the  moulded  archivolts, 
and  are  quite  plain.     Omament  would  only  hâve  emphasized 
them,  and  Wren  was  probably  wise  in  leaving  them  as  they  are. 
Ât  the  same  time  the  efiTect  is  not  satisfactory,  and  the  spandrils 
are  but  a  makeshift.     It  looks  as  though  Wren,  when  he  settled 
the  plan  of  his  piers,  did  not  consider  the  arches  above.    A  Gothio 
architect  would  not  hâve  fallen  into  that  error.     The  lack  of 
apparent  strength  at  the  springing  of  the  arches,  and  the  slender- 
ness  of    the  pilasters  immediately  below,  croate  a  feeling  of 
weakness  at  the  very  place  where  the  opposite  is  most  desired. 
Apart  from  this  defect  the  design  at  the  crossing  and  the  ingenuity 
displayed  in  the  treatment  of  the  spaces  surrounding  it  are  great, 
and  both  from  the  floor  and  the  galleries,  especially  from  the 
latter,  the  perspective  effects  are  very  striking. 
City  ^  In  1667  an  Act  of  Parliament  was  passed  for  the  rebuilding  of 

thirty-nine  of  the  City  churches.  Most  of  thèse  fell  to  Wren's  lot 
The  task  that  confronted  him  was  no  easy  one.  Money  was  far 
from  plentiful.  The  sites  in  most  cases  were  cramped  and 
irregular;  seating  accommodation  had  to  be  provided  for  large 
congrégations;  and  the  narrow,  inartistic  requirements  of  the 
Protestant  ritual  and  its  lack  of  elasticity  were  a  serions 
hindrance  to  architectural  e£fect.  No  séparation  was  desired 
between  clergy  and  congrégation;  no  long  chancel  to  give  an  air 
of  space  and  of  mystery.  This  was  fortunate  in  one  sensé,  as  in 
most  cases  no  room  was  available.  A  Communion  table  sufficed, 
standing  in  many  cases  in  the  body  of  the  church,  and  separated 
from  it  only  by  a  rail.  Even  when  room  was  plentiful,  as  at 
S.  James,  Piccadilly,  a  shallow  recess,  only  a  few  feet  deep,  was 
ail  that  was  thought  necessary  for  a  chancel.  The  churches  were 
purely  congregational,  and  every  inch  of  their  area  had  to  be 
utilized.  Few,  if  any,  are  twice  their  width  in  length,  the 
megority  are  about  two  to  three,  whilst  many  are  approzimately 
square. 
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Of  the  fifby  or  more  chorches  Wren  designed  for  London, 
about  thiee-quarters  are  oblong  in  plan,  and  are  either  barrel- 
vaulted  or  flat-celled,  both  vaults  and  ceîlings  being  generaUy 
panelled.  At  S.  James,  Garlick  Hill,  a  good  effect  is  obtained 
by  a  deep  upper  cove  at  the  sides,  eut  into  by  the  Windows, 
whilst  the  centre  of  the  ceiling  is  flat.  About  twenty-five  of  the 
vanlted  or  flat  ceiled  chorches  hâve  aisles,  and  about  a  dozen  are 
aisleless.  The  majority  présent  no  particular  points  of  interest, 
either  in  plan  or  internai  treatment.  The  necessity  of  providing 
for  a  large  congrégation  obliged  Wren  to  hâve  galleries  in  many 
cases.  There  is  no  particular  objection  to  galleries  when  they  are 
well  managed,  and  do  not  eut  into  the  sides  of  columns.  As  a 
ruie  he  avoided  this  mistake,  and  carried  the  galleries  on  piers, 
the  columns  suppoiting  the  vault  or  ceiling  starting  from  the 
gallery  floor  or  from  the  top  of  the  gallery  front.  At  S.  Bride's, 
Fleet  Street,  however,  the  columns,  which  are  in  pairs,  aie  eut 
into,  and  in  a  particularly  aggressive  manner.  This  defect  spoils 
what  otherwise  would  hâve  been  the  finest  interior  of  any  of  his 
vaulted  churches.  The  beauty  of  thèse  inside — and  many  are 
undoubtedly  beautif  ul — ^lies  mainly  in  their  breadth  of  trealônent, 
absence  of  fussiness,  old-world  feeling  of  reposef ul  quiet,  and  the 
charm  of  their  fittings.  The  high  panelled  dado  on  the  walls  ;  the 
similar  dadoes  surrounding  the  columns  to  raise  their  bases  abovB 
the  pews  ;  the  reredos  behind  the  altar,  often  of  noble  dimensions 
and  elaborate  design  ;  the  fronts  of  many  of  the  galleries  ;  the 
oi^n-cases,  beautifuUy  carved  in  many  instances  ;  even  the  pews 
themselves  ;  are  ail  well  worthy  of  study.  The  pulpits  are  placed 
well  forward  and  raised  high,  so  that  aÛ  could  hear  the  preacher. 
Many  are  approached  by  winding  staircases,  with  tumed  or 
carved  balusters,  whilst  above  is  that  practical  and  often  beautiful 
feature,  common  also  in  Jacobean  pulpits,  the  sounding-board. 
Yery  effective  also  are  the  painted  and  gilded  wrought-îron 
uprights  in  many  churches  to  reçoive  the  mace,  sword,  etc.,  when 
the  Lord  Mayor  attends  service  in  state. 

Wren's  genius  displays  itself  best  in  those  churches,  mostly 
either  of  Greek  cross  plan  or  approximately  square,  which  are 
domed.  The  smaller  ones,  such  as  S.  Mary,  Tower  Hill,  are 
planned  like  the  numerous  smaller  Byzantine  churches  of  the 
ninth  and  tenth  centuries,  and  many  small  Senaissance  churches 
in  Italy,  with  a  dôme  over  the  central  square,  barrel  vaults  over 
the  four  arms,  and  a  flat  ceiling  at  each  corner.    The  laigest  and 
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most  beaatiful  of  the  larger  domed  chnrches  is  S.  Stephen, 
Walbrook.  Hère  the  dôme  is  the  full  width,  exclusive  of  the 
narrow  outer  aisles  along  the  north  and  south  sides,  and  the  plan  is 
reminiseent  of  the  larger  churches  of  the  East,  snch  as  Daphni, 
near  Athena  The  resemblance  is  probably  accidentai,  and  ends 
with  the  plan.  The  treatment  is  very  différent.  The  dôme  is 
canied  on  eight  arches»  which  start  from  an  entablatnre  supported 
on  columns.  Wren  showed  emphatically  in  this  chnrch  what  oan 
be  done  within  a  simple  rectangle  without  any  breaks  or  projec- 
tions. He  obtained  his  results  in  a  large  measnre  through  the 
outer  aisles,  as  without  thèse  half  the  columns  would  hâve  been 
unnecessary,  and  the  existing  perspective  effeots  unobtainable. 
The  church  was  begun  in  1672,  and  was  therefore  among  the  first 
of  those  to  be  rebuilt.^  At  that  time  he  was  workiDg  on  his 
design  for  S.  PauFs,  and  was  evidently  enamoured  of  the  dôme. 
S.  Benêt  Fink  (destroyed),  S.  Mary,  Tower  Hill,  S.  Swithin, 
Cannon  Street,  and  S.  Antholin  (destroyed).  are  ail  domed 
churches  commenced  between  1670  and  1680.  It  is  a  thousand 
pitiés  that  two  churches  with  such  interesting  plans  as  S.  Antholin 
and  S.  Benêt  Fink  could  not  bave  been  preserved.  In  1680  he 
also  commenced  Ail  Saints,  Northampton,  a  square  church  with 
a  central  dôme,  in  plan  similar  to  S.  Mary,  Tower  Hill.  Its 
interior  ranks  second  only  to  S.  Stephen,  Walbrook.  The  fine 
portico  of  lonio  columns  at  the  west  end  was  the  f  orerunner  of  many 
similar  porticoes,  but  of  the  Corinthian  order,  by  later  arohitects. 

The  exteriors  of  Wren's  City  churches  are  generally  severely  Bxteriors. 
plain,  but  none  the  less  effective  on  that  account.  The  walls  are 
principally  of  red  brick,  the  crowning  comices,  with  or  without  a 
balustrade  on  top,  and  the  architraves  surrounding  the  large,  semi- 
circular  headed  Windows  being  of  Portland  stone.  The  only 
ornamentation  is  frequently  the  carving  on  the  keystones  of  the 
Windows,  which  looks  ail  the  better  owing  to  the  simplicity  of 
its  surrounding.  Such  spare  money  as  was  available  was  reserved 
for  the  towers  and  spires,  frequendy  for  the  latter  alone,  as  many 
of  the  towers  themselves  are  quite  plain.  Most  of  the  churches 
were  so  hemmed  in  by  houses  that  they  could  be  little  seen, 
whereas  the  spires  rising  above  the  houses  marked  the  différent 
parishes,  and  therefore  received  architectural  treatment  of  a  more 
elaborate  character. 

>  Mr.  G.  H.  Biroh  in  "  London  Charohes  of  the  Seventeenth  and  Eighteenth 
Oenturies  "  says  1676-78. 
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Wien  is  stated  to  bave  designed,  for  LoDdon  alone,  Uiirty 
spires  or  steeples,  eleven  of  stone,  the  rest  of  timber  covered  witJi 
lead  ;  and  in  addition  more  tban  a  dozen  towers  without  an  upper 
feature.    Some  of  tbe  stone  spires  better  deserre  the  title  of 


S.UllDC,Fl.eeT  STRUT. 


Pio.  348  (I.  Clayton). 

lantem  ;  tbose,  for  instance,  of  S.  Stepben,  Walbrook,  S.  M^inos,  - 
London  Bridge,  and  S.  James,  Garlîck  HilL  In  tbe  Srst-named 
the  kntern,  beautifui  though  it  is  in  itself,  is  quîte  independent 
of  the  very  plain  tower  below,  and  appeara  like  an  after-thongbt. 
The  same  remark  applies  to  some  other  examples.    At  Christ 
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Church,  Newgate,  the  relation  of  tower  to  lantern  is  excellent, 
althongh  the  actual  top  of  the  latter  is  unsatisfactory.  The  finest 
stone  towers  and  spires  are  iindonbtedly  those  of  S.  Mary-le-Bow, 
Cheapside,  and  S.  Bride,  Fleet  Street.  There  is  perfect  harmony 
between  upper  and  lower  portions  in  both,  and  the  proportions 
are  excellent  S.  Bride's  spire  has  been  criticized  as  being  too 
'^  telescopic,"  but  on  the  whole  it  is,  perhaps,  the  more  efiTective  of 
the  two.  The  towers  are  very  similar,  but  S.  Bride's  cannot  boast 
a  doorway  so  fine  as  that  which  forms  the  entrance  to  the 
Cheapside  churcL  The  variety  in  design  of  the  lead  spires  is 
extraordinary.  From  the  simple  straight-sided  spire  of  S.  Margaret 
Pattens  to  the  most  perfect  example  of  ail,  that  of  S.  Martin, 
Ludgate  Hill,  ail  sbapes  and  outlines  are  to  be  found.  The  spire 
of  S.  Martin's  rises  perfectly  from  its  tower.  Not  only  is  it  a 
very  beautiful  object  in  itself,  but  it  combines  so  well  from  ail 
points  with  the  great  dôme  of  S.  Paul's  that  rises  beyond  and 
above  it  ;  now  standing  out  alongside  it,  now  cutting  through  and 
emphasizing  its  great  mass.  In  either  case  the  combination 
makes  one  of  the  finest  architectural  pictures  in  the  world.^  In 
designing  the  spires  for  the  churches  in  the  vicinity  of  S.  PauFs 
Wren  undoubtedly  considered  their  effect  in  relation  to  his 
cathedral.  S.  Martin's  produces  the  most  striking  results,  but 
al  most  as  good  can  be  seen  from  other  positions  with  the  spires 
of  other  churche& 

S.  Dunstan  in  the  East,  with  its  stone  spire  carried  on  four  Wren's 
flying  arches,  as  at  S.  Nicholas,  Newcastle,  is  one  of  Wren's  few  ^*^**"*^* 
attempts  at  a  Gothic  spire.  His  tower  for  S.  Michael,  Comhill, 
is  also  Gothic;  but  that  was  built  in  place  of  the  one  damaged  at 
the  Great  Pire.  This  is  stated  to  hâve  been  his  last  work,  and 
to  hâve  been  finished  only  in  1721,  two  years  before  his  death. 
In  S.  Mary  Aldermary,  Wren  essayed  a  Gothic  interior,  and 
suoceeded  passably  well.  The  fan  vault  is  quite  good,  and  the 
séries  of  saucer  dômes  where  pendants  generally  come  is  sound 
constructurally,  and  possibly  an  improvement  œsthetically. 

In  1723  Wren  died,  at  the  great  âge  of  90.    He  was  badly  l>eathof 
treated  towards  the  end.    Half  of  the  "  noble  "  £200  a  year  he  ^"°- 
received  for  the  work  at  S.  Paul's  was  docked  in  1697,  and  in 
1718  he  was  deprived  by  Gteorge  I.  of  the  oflBce  of  Surveyor- 

*  A  finer  piotare  still  is  obtained  by  riding  down  Ludgftte  Hill,  looking  back 
ail  the  tixne  and  seeing  the  dôme  graduaUy  rise  higher  and  higher  above  the 
west  front. 


moor. 
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General,  which  he  had  held  since  1669.  His  great  aohievement 
was  to  consolidate  Engliah  Architecture.  Inigo  Jones  had  pie- 
pared  the  waj,  but  his  ezample  might  hâve  been  ignored  if 
some  one  less  virile  had  been  his  successcr.  But  Wren  set  his 
face  against  "little  knacks/'  In  any  comparison  with  his  great 
French  contemporary,  J.  H.  Mansard,  he  has  the  advantage. 
The  dôme  of  the  church  of  Les  Invalides  is  very  stately,  but  it 
has  not  the  nobility  of  the  S.  Paul's  dôme.  Versailles  in  mère 
extent  far  ezcels  Hampton  Court  or  Greenwich,  but  either  of 
the  latter  is  better  in  scale,  and  finer  in  composition.  Wren's 
originality  may  not  hâve  been  great,  but  he  succeeded  becauae 
he  observed  the  exhortation  of  the  Preacher  :  ''  Whatsoever  thy 
hand  findeth  to  do,  do  it  with  ail  thy  might." 
N.Hawks-  There  is  greater  originality  in  the  work  of  Us  successors, 
John  Yanbrugh  and  Nicholas  Hawksmoor.  The  buildings  of  the 
former  are  domestic,  and  are  referred  to  in  the  next  chapter. 
Hawksmoor  also  built  houses,  but  his  principal  achievements 
are  ecclesiasticaL  Bom  in  1661,  he  was  a  pupil  of  Wren,  who 
evidently  held  him  in  high  esteem,  as  the  varions  offices  he  fiUed 
under  his  master  prove.  He  was  Deputy-Surveyor  of  Chelsea, 
Superviser  of  the  Boyal  Palace  for  Charles  IL  at  Winchester, 
Clerk  of  Works  at  Kensington  Palace  and  at  Greenwich,  and 
assisted  at  S.  Paul's  until  its  completion.  After  Wren's  death 
he  continued  the  work  at  Greenwich,  and  also  acted  as  assistant 
to  Vanbrugh  at  Blenheim  and  elsewhere.  In  1708  a  commission 
was  appointed  for  building  fifty  new  churches.  Wren  was  one  of 
the  Commissioners,  and  took  good  care  that  his  old  pupU  got  his 
share.  Hawksmoor  designed  S.  Mary  Woolnoth,  Lombard  Street, 
S.  George,  Bloomsbury,  and  Christ  Church,  Spitalfields.  The 
west  towers  of  Westminster  Abbey  were  also  built  by  him, 
some  writers  say  from  Wren's  design,  but  as  the  actual  towers 
were  not  commenced  until  twelve  years  after  that  architect's 
death,  the  probability  is  that  the  sole  crédit  is  due  to  Hawksmoor. 
And  very  creditable  they  are.  The  design  has  great  vigour.  The 
comices  tbat  form  such  marked  horizontal  Unes  may  not  be 
Gothic,  but  they  impart  a  strong  feeling  of  breadth  and  solidity. 
It  is  sincerely  to  be  hoped  that  no  attempt  will  ever  be  made  to 
tamper  with  what  has  become  history.  The  Spitalfields  church 
has  one  of  the  finest  interiors  in  London,  vastly  improved  by  the 
removal  of  the  side  galleries,  although  their  removal  has  made 
the  double  tier  of  Windows  in  the  aisle  walls  look  somewhat 
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absurd.  The  tower  of  the  west  end  bas  real  originality  and 
considérable  beauty.  Hawksmoor  failed  sometimes  because  he 
attempted.  Such  failures  are  more  praiseworthy  tban  a  timid 
man's  successes.  The  portico  of  this  church  is  a  case  in  point 
At  S.  George's  (1720-30)  he  introduced  a  more  "  correct  "  portico 
at  the  west  end,  but  bis  originality  bubbles  over  in  the  tower 
behind  at  one  side,  erowned  by  a  stepped  spire.  The  exterior  of 
S.  Mary  Woolnoth  shows  what  a  strong  man  Hawksmoor  was. 
The  lower  portion  of  the  front  is  grand  in  its  rugged  simplioity, 
the  Windows  are  powerfnlly  designed,  and  both  inside  and  ont  the 
chnrch  is  fnll  of  interest. 

Other  churches  of  the  eighteenth  centnry  are  briefly  mentioned  J.  Gibbe 
now  80  that  the  whole  of  the  next  chapter  can  be  devoted  to  ^^^g 
domestic  work.  James  Gibbs'  S.  Mary-le-Strand  is  famous  for 
the  architectural  richness  of  its  façades,  its  semicircular  portico  at 
the  west  end,  and  its  graceful  tower  and  steeple.  Gibbs  was 
luckier  than  Wren  in  being  able  to  build  where  his  church  could 
be  well  seen,  and  in  having  suffîcient  money  at  his  command  to 
use  stone  throughout  for  the  exterior.  S.  Martin-in-the-Fields 
(1721-26)  is  the  best  known  of  his  other  churches.  It  stands 
splendidly  with  a  fine  portico  in  front,  raised  on  a  stylobate  of 
many  steps  which  confers  great  dignity  on  the  front.  Few  London 
churches  hâve  received  so  much  abuse  as  S.  John,  Westminster, 
desigued  by  Thomas  Archer.  To  appreciate  its  good  points  one 
must  live  near  it.  To  the  casual  observer  its  exterior  is  somewhat 
forbidding.  But  it  improves  on  acquaintance.  S.  (George,  Hanover 
Square,  the  work  of  John  James,  of  Greenwich  (1713-24),  was 
apparently  the  first  church  to  bave  a  portico  of  Connthian 
columns,  although  S.  George,  Bloomsbury»  and  S.  Martin-in-the- 
Fields  hâve  each  a  similar  feature,  and  were  building  at  the  same 
time.  Churches  had  been  built  with  portioos  before,  but  not  of 
the  Corinthian  order.  Inigo  Jones'  portico  of  S.  Paul,  Covent 
Garden,  was  Doric  ;  Wren's  portico  of  Ail  Saints',  Northampton, 
is  lonic.  S.  Léonard,  Shoreditch  (1736-40),  by  George  Dance, 
sen.,  is  one  of  the  latest  Classic  churches  with  architectural 
expression.  In  another  fifty  years  Horace  Walpole  was  singing 
the  praises  of  Gothic,  and  practising  it — with  variations.  The 
architects  of  the  first  quarter  of  the  eighteenth  century — Hawks- 
moor, Vanbrugh,  Gibbs,  James,  Archer,  Kent — were  ail  men  of 
distinction.  Each  had  his  own  charactenstics  :  Hawksmoor  and 
Vanbrugh,  originality  and  rugged  strength;    Gibbs  and  Kent, 
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lefinement  ;  Archer  and  James,  a  certain  clnmainess.  Bnt  in  the 
main  they  were  animated  by  the  same  spirit,  and  their  work 
coUectively  is  harmonioos.  It  coincidee  with  what  is  termed  the 
Angostan  Age  of  Engliah  literatore,  when  Addiaon,  Pope,  Swift, 
Steele  were  contemporaries.  The  architecture  also  may  be  called 
Angustan,  in  the  sensé  that  it  was  based  on  the  buildings  of 
Impérial  Bome,  but  it  haidly  deserves  the  broader,  bigger  meaning 
which  belongs  to  the  tenu  when  applied  to  literature. 


î 


CHAPTEE  XIII 

FROM  SIR  CHRISTOPHER  WREN  TO  SIR  WILLIAM 
CHAMBERS;  A  CENTURY  OF  ENGLISH  ARCHI- 
TECTS   AND    THEIR    BUILDINGS,    C.    1670-1770. 

SoHE  of  Inigo  Jones'  and  Webb's  bouses  were  mentioned  in  the  In^ 
last  chapter,  and  enough  was  said  to  show  that  botb  in  plan  and 
appearanoe  tbey  differed  considerably  from  earlier  Jaoobean  and 
Elizabethan.  Webb,  an  ardent  Boyalist,  continued  the  traditions 
of  bis  great  master;  but  bis  opportunities  were  not  numerous,  as 
until  the  Bestoration  few  new  private  bouses  were  commenced. 
What  Wren's  domestic  work  would  bave  been  like  if  be  bad  not 
had  Jones  and  Webb  as  forerunners  is  difficult  to  imagine.  As 
already  mentioned,  bis  architectural  training  bad  been  almost 
nil  wben  be  found  bimself  with  an  immense  practice,  embracing 
work  of  ail  descriptions.  How  be  must  bave  blessed  the  few 
months  be  spent  in  France  I  The  influence  of  that  sojourn  is 
marked  in  some  of  bis  earlier  buildings,  and  never  entirely  left 
bim.  His  grasp  was  never  so  masculine  as  Jones'  ;  bis  knowledge 
of  architecture  never  so  profound.  But  be  bcul  a  keen  insight  into 
what  was  possible  and  right.  He  made  few  mistakes,  because  be 
never  ventured  much.  His  first  design  for  S.  Paul's  was  bis  most 
original  efibrt.  His  seoular  work  is  always  sound,  always  dignified, 
but  shows  no  striking  signs  of  originality. 

The  most  important  of  bis  domestic  buildings  are  Greenwich  Wren's 
Hospital  and  Hampton  Court  Palace,  botb  referred  to  again  later,  ^^* 
but  neither  is  completely  bis.  At  Greenwich  he  followed  Inigo 
Jones  and  Webb  ;  at  Hampton  Court  he  unfortunately  bad  to  add 
to  an  existing  building,  and  consequently  could  not  display  fully 
his  powers  of  planning.  Moreover,  the  large  court  that  he  intended 
in  front  of  Wolse/s  great  hall  was  never  carried  out.  The  Library 
of  Trinity  Collège,  Cambridge,  that  he  built  about  1678,  bas  not 
the  severity  of  Jones'  work  ;  in  fact,  in  some  portions,  notably  in 
the  fiUing  in  of  the  semicircular  heads  of  the  ground-floor  arcade, 
the  feeling  is  almost  Jacobean.    Sansovlno's  Library  at  Yenice, 
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which  he  had  probably  heard  about  although  not  seen,  may  hâve 
suggested  to  bim  tbe  main  Unes  of  the  design,  but  the  Cambridge 
Library  lacks  the  essential  featuies  which  give  such  distinction  to 
the  Venetian,  The  design  of  old  Temple  Bar  (c.  1671)  is  weak, 
althongh,  on  historical  grounds  especially,  ail  must  regret  its 
removal.  Far  stronger  is  the  entrance  to  the  Temple  (c.  1684), 
which  Inigo  Jones  himself  might  bave  been  proud  to  acknowledge. 
When  this  firent  was  completed  Wren  had  been  twenty  years  in 
practice,  and  had  therefore  been  leaming  his  lesson  in  the  best 
school  a  man  can  bave.  The  long  façade  of  Chiist's  Hospital, 
London,  now  destroyed,  was  another  fine  work,  and  one  of  the 
most  successful  of  his  in  which  brick  predominated.  The  pilasters 
on  the  front,  built  of  small  bricks  with  "  putty  "  joints,  were  well 
raised  above  the  ground  on  plain  lofty  plinths.  Other  large 
buildings  of  his  are  Chelsea  Hospital  (e.  1682),  Winchester 
Palace  (c.  1683),  Eensington  Palace  (c.  1690),  including  the 
Banqueting-room,  or  Orangery,  in  the  gardons,  and  Morden 
Collège,  Blackheath  (c.  1694).  AU  are  distinguished  by  great 
réticence  and  good  proportion  and  detaU.  The  same  quaUties 
exist  in  the  numerous  private  houses  attributed  to  him,  some 
of  which  are  mentioned  later. 

Green  Shortly  after  Wren  was  appointed  Crown  Surveyor,  Charles  II. 

Hospital.  decided  to  make  extensive  additions  to  the  palace  commenoed 
by  Jones  or  Webb  at  Green wich.^  The  plan  Wren  prepared  is 
masterly.  He  balanced  the  existiDg  block  facing  the  river,  marked 
A  on  plan,  by  another,  marked  D,  and  behind  placed  two  other 
blocks,  B  and  C,  with  a  colonnade  in  front  of  each.  The  width 
of  the  quadrangle  between  the  river  blocks  is  about  280  feet, 
whereas  the  space  between  the  colonnades  is  narrowed  to  115  feet, 
which  agrées  with  the  frontage  dimension  of  the  Qaeen's  Hoose. 
This  stands  on  the  central  axis  of  the  whole  scheme  160  yards 
away,  and  forms  the  end  of  the  vista.^  The  ncurowing  of  the 
space  between  the  blocks  at  the  baok  was  not  only  a  happy 
inspiration,  improving  considerably  the  perspective,  but  it  also 
gave  Wren  an  excuse  for  emphasizing  the  north  corners  of  thèse 
by  the  two  existing  dômes,  which  stand  so  weU  in  the  picture. 
Thèse  are  exceUent  in  design,  but  the  gênerai  resuit  is  s]K)ilt  by 

'  For  authorship,  Boe  footnote,  p.  276. 

*  If  the  hoose  had  not  existed,  the  effect  might  haye  been  stiU  finer,  aa 
the  ground  rises  yery  suddenly  behind  it;  and  if  the  vista  ooold  hâve  been 
earried  to  the  top  of  the  faill,  a  wonderful  resnit  might  bave  been  obtained. 
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the  meftDness  of  the  wotk  below  and  at  the  aides,  excluding,  of 
ooorse,  the  colonnades,  which  are  well-proportioned  and  digni&ed. 
AU  thèse  portions  apparently  are  Wren'a.  The  work  attributed 
to  him  includes  the  river  &ont  of  block  D,  which  ie  a  répétition 
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of  A,  the  north  and  sonth  fronts  of  blocks  B  and  G,  and  the 
colonnades  Connecting  thèse  fronts,  The  east  élévation  and  river 
firont  of  hlock  A  were  probably  completed  before  he  appeared  on 
the  Boene,  vith  the  exception  of  the  tall  attic  which  he  added.' 
■  The  <Ute  on  tlie  pkiiel  ol  the  enteblatura  nndet  the  left-huid  p«diineiit 
(Om:  n  Bex.  a:  rag:  ZTI),  utd  the  Bonlpture  in  tb«  pediment  «bore,  wera 


304     A   HISTORY  OF  ARCHITECTURAL  DEVELOPMENT 

The  river  front  of  block  A  may  be  regarded  as  the  combined  work 
of  Jones,  Webb,  and  Wren.    It  is  a  double  front,  inasmuch  as 
behind  it  are  two  wings  separated  from  each  other  by  a  conrtyard. 
Tho  plan  is  therefore  ezpressed  on  the  élévation,  which  has  two 
centres,  each  consisting  of  four  engaged  columns  arranged  in 
pairs.    Thèse  start  from  within  a  foot  of  the  ground,  and  support 
pediments.    The  walls  flanking  the  centres  are  pilastered,  and  in 
this  respect  the  design  recalls  Whitehall,  although  otherwise  it  is 
very  différent.    The  appearance  of  the  building  as  it  stands  is  not 
altogether  happy.    A  pediment  dying  against  an  attic  is  never 
satisfactory.  Moreover,  the  height  of  the  attio  overpowers  the  lower 
portion,  and  appears  to  be  thrusting  it  into  the  ground.    Even 
without  the  attio  the  building  would  not  hâve  had  the  appearance 
of  rising  from  it.      Both  Jones  and  Webb  ware  generally  so 
anxious  that  their  buildings  should  produce  this  effect,  and  took 
such  pains  to  obtain  it,  that  it  seems  probable  that  either  the  front 
was  designed  to  rise  direct  ont  of  the  river,  or  else  that  a  terrace 
was  intended  in  front  at  a  lower  level  than  the  présent  ground.^ 
Lfttermen        After  Wren  was  retired,  the  work  at  Greenwich  was  continued 
îrichr^*^     by  Vanbrugh,  Hawksmoor,  Campbell,  and  Bipley,  the  west  sida 
of  block  A  not  being  built  until  1814  by  Stuart.    If  Campbell 
really  designed  the  south  fronts  of  blocks  A  and  D,  they  do  him 
great  crédit.    They  are  amongst  the  most  successful  portions  of 
the  palace.    The  courtyard  front  of  block  B,  and  portions  of  the 
front  of  the  same  block  facing  west,  are  by  Vanbrugh.     They  are 
exoeedingly  interesting,  but  not  altogether  convincing.     Like 
everything  of  his  they  are  noble  in  scale  and  stamped  with 
individuaHty. 
Hunpion         The  additions  Wren  made  to  Hampton  Court  for  William  and 
Court.        Mary  (c.  1689)  are  more  homely.    Greenwich  is  mainly  stone  ; 
Hampton  Court  red  brick  with  Fortland  stone  dressings.     No- 
where  are  thèse  materials  combined  more  harmoniously.     In 
many  buildings  in  which  they  are  used  together  the  effect  is 
spotty,  because  the  stone  is  scattered,  and  no  attempt  made  to 
mass  it.    Wren  did  not  make  this  mistake.    The  centre  of  each 
of  the  garden  fronts  is  stone  throughout  ;  the  architraves  of  the 
ground  and  first-fioor  Windows  are  connected  by  panels  of  stone  ; 

probably  oanred  when  the  attio  was  added.    The  panel  and  tympanum  nnder 
the  light-hand  pediment  are  stiU  in  blook  state. 

■  If  there  was  more  plinth  below  the  oolmnns,  the  height  of  the  attio  would, 
of  coarse,  not  appear  so  exoessive. 
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in  the  pilasters  at  the  corners  courses  of  brick  and  stone  altemate; 
and  the  crowning  oornice  and  balustrade  and  the  deep  strong 
course  below  are  stone,  tying  the  whole  together.  Over  the  centre 
of  the  garden  east  front  is  a  pediment  which  stops  against  the  top 
storey,  and  cornes  under  the  main  entablature.  This  is  the  chief 
fault  in  the  design.  If  a  pediment  cannot  be  used  at  a  crowning 
feature,  it  is  best  not  to  use  one  at  ail.  There  is  no  pediment 
over  the  centre  of  the  south  front,  and  its  absence  is  not  missed. 
Inigo  Jones  never  misapplied  the  pediment,  and  the  later  archi- 
tects,  whatever  other  faults  they  possessed,  steered  clear  of  this. 
Over  the  laige  Windows  which  light  the  suite  of  réception  rooms 
on  the  first  floor  are  several  circular  Windows.  One  cannot  help 
feeling  that  thèse  are  a  mistake,  and  would  hâve  been  better 
omitted.  The  majority  are  dummies.  Owing  to  the  great  height 
of  the  réception  rooms,  Wren  had  an  opportunity  of  obtaining  the 
expause  of  plain  walliug  which  is  so  effective  in  the  palaces  of 
Italy,  and  so  seldom  possible  outside  that  coimtry.  But  he 
sacrificed  it.  Where  there  are  no  circles  there  are  brick  swags, 
carved  excellently,  no  doubt,  but  quite  meaningless  and  altogether 
unnecessary.  In  the  cloistered  Fountain  Court  there  are  similar 
circles,  some  of  which  are  actually  Windows.  Thèse  hâve 
elaborately  carved  stone  frames,  and  their  effect,  in  conséquence, 
is  better  than  the  plainer  circles  on  the  fronts.  The  most 
delightful  portion  of  Wren's  work  at  Hampton  Court  is  the 
colonnade  of  columns  in  pairs  which  forms  the  Boyal  entrance. 
It  is  similar  to  the  Greenwich  colonnades,  except  that  the  Order 
is  lonic  instead  of  Doric.  Equally  charming,  but  in  a  différent 
way,  is  the  garden  wall,  with  its  happy  blending  of  stone  and  brick 
in  the  pilasters  and  its  stone  coping.  The  gardons  themselves, 
and  the  long  vistas  through  the  trees,  are  not  the  least  of  the 
attractions  The  wonderful  wrought-iron  gâtes,  probably  executed 
by  Huntingdon  Shaw,  were  designed  by  Jean  Tijou,  a  iYenchman, 
who  also  designed  the  fine  screens  in  S.  Paul's  Cathedral. 

Wren  belonged  essentially  to  the  seventeenth  century,  the  Eigh- 
second  half.     S.  Paul's  was  still  unfinished  when  the  century  ^^^^ 
ended,  and  he  later  designed  a  few  buildings,  of  which  Mari-  archi- 
borough  House,  Pall  Mail,  is  one,  but  the  major  part  of  his  work  *^*^®* 
was  donc.     One  of  his  last  designs  was  for  the  Westminster 
Dormitory,  which  was  carried  out  after  his  death  with  considér- 
able modifications.    He  outlived  his  contemporaries.    When  he 
died    in    1723,   a    younger    school    was    rising.      Hawksmoor, 
VOL.  m.  X 
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Vanbrugh,  Gibbs,  Kent,  Campbell,  Wood,  and  others  continned  his 
methods,  but  in  some  respects  departed  from  them.    To  what 
extent  is  shown  in  subséquent  pages. 
Sir  Jolm  How  Vanbrueh  obtained  bis  architectural  knowledce  is  not 

(c  1666-    recorded  ;  even  when  and  where  he  was  bom  are  uncertain,  1666 
1726).        being  the  year  generally  stated.    When  still  in  his  teens  he  was 
sent  to  France,  and  on  his  retum  was  appointed  an  ensign  in  the 
army.    Whether  he  ever  saw  active  service,  why  he  went  to 
France,  are  unknown.    He  may  hâve  gone  to  study  architecture, 
and  divided  his  time  between  that  art  and  the  théâtre.    He 
undoubtedly  obtained  there  his  insight  into  dramatic  composition 
which  he  afterwards  turned  to  such  excellent  account.     His 
position  as  a  playwright  was  established  bef ore  he  began  Castle 
Howard  in  1702.    Hawksmoor  was  lus  assistant  at  Blenheim, 
and  that  architect's  practical  expérience  must  hâve  been  a  great 
help.    The  sympathy  between  the  two  men  was  evidently  great, 
and  there  is  some  similarity  in  their  work.    The  centre  of  the 
entrance  front  of  Seaton  Délavai,  for  instance,  recalls  somewhat 
the  lower  part  of  the  west  façade  of  Hawksmoor's  S.  Mary 
Woolnoth.     Both  men  were  fuU  of  ideas»  strong,  original,  and, 
Vanbrugh  especially,  masters  of  composition. 
BeynoidB*        The  plans  of  Blenheim  and  Oastle  Howard,  which  are  described 
tion'S^'    in  détail  later  (see  Figs.  258  and  260),  and  Vanbrugh's  treatment 
Van-  of  the  élévations,  account  for  Sir  Joshua  Beynolds'  appréciative 

^'^^^S^-  remarks  in  his  lectures  about  that  architect's  work:  **In  the 
buildings  of  Vanbrugh,  who  was  a  poet  as  well  as  an  architect, 
there  is  a  greater  display  of  imagination  than  we  shall  find 
perhaps  in  any  other,  .  .  .  he  had  originality  of  invention;  he 
understood  light  and  shadow,  and  had  great  skill  in  composition. 
To  support  his  principal  object,  he  produced  his  second  and  third 
groups,  or  masses.  ...  No  architect  took  greater  care  that  his 
work  should  not  appear  crude  and  hard,  that  is,  that  it  did 
not  abruptly  start  out  of  the  ground  without  expectation  or 
préparation."  This  is  high  praise,  and  it  is  deserved.  His 
buildings  do  rise  from  the  ground,  laigely  because  of  the  semi- 
basement  below  the  principal  floor,  and  although  they  may  be 
pondérons,  they  are  saved  Trom  being  unpleasantly  so  by  this 
very  quality.  They  possess  dignity,  and  they  hâve  the  "  attribute 
of  eternaL"  The  wings,  or  "  second  groups,"  are  always  subordi- 
nate  in  height  and  architectural  expression  to  the  centre.  Blen- 
heim excels  especially  in  this  respect.     Its  détail  may  not  be 
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first-rate,  but  its  composition  is  masterly.  Castle  Howard,  built 
some  years  before,  is  far  less  impressive.  The  idea  is  the  same, 
but  the  result  is  not  qoite  achieved.  The  building  succeeds  in 
appearing  heavy  without  looking  big.  Vanbrngh  generally  treated 
his  garden  fronts  with  less  severity  than  his  entrance  fronts.  His 
lighter  touches  he  reserved  for  the  former.  This  is  most  apparent 
at  Seaton  Délavai,  where  the  entrance  almost  has  the  ruggedness 
of  old  Newgate,  whilst  at  the  back  the  lonic  portico  is  a  master- 
pièce  of  delicacy,  Although  he  carried  out  a  large  amount  of 
work,  he  had  his  share  of  annoyances  in  connection  with  it.  The 
Duchess  of  Marlborough — "may  a  Scottish  ensign  get  her/'  he 
writes — dismissed  him  from  Blenheim,  refused  to  pay  him  money 
due  for  work  done,  and  even  issued  spécial  instructions  that  he 
and  his  wife,  who  had  come  to  Blenheim  with  a  party  of  friends, 
were  not  to  be  allowed  to  see  the  house  and  grounds.^  Pope  and 
Swift  satirized  him,  and  Walpole  could  not  abide  him,  but  Beynolds' 
opinion  on  art  matters  is  worth  more  than  the  opinions  of  ail 
three  together.  The  publions  attitude  towards  his  work  was 
summed  up  by  a  writer  of  the  day  in  the  couplet  : 

"  Lie  heayy  on  him,  earth  t  for  he 
Laid  rnany  heavy  loads  on  thee." 

Hawksmoor's  career  was  outlined  in  the  last  chapter.    At  Nicholas 
Oxford  he  built  the  Clarendon  Press  buildings,  a  sturdy,  although  H*^*»" 
somewhat  forbidding,  pile,  with  a  fine  Doric  portico,  and  portions  (I66I- 
of  Ail  Soûls  and  Queen's  Collèges.     The  work  attributed  to  him  ^^^)' 
at  Greenwich,  the  west  side  of  block  C,  facing  the  courtyard,  and 
the  east  side  of  block  D,  is  exceedingly  dull.    On  the  whole  his 
churches  are  much  better  than  his  other  buildings. 

Gibbs  was  bom  at  Aberdeen  in  1682,  studied  for  some  time  in  James 
Rome,  and  came  to  London  about   1710.      S.   BartholomeVs  n^^ 
Hospital  is  the  best  example  of  his  secular  work  in  the  metropolis,  i764). 
simple,  dignified,  and  fine  in  scale,  but  his  ckef  Xcmvre  is  the 
KadclifTe  Library,  Oxford,  built  between  1737-47.    It  is  a  rotunda. 
Above  a  simply  treated  basement,  with  its  eight  arched  and 
pedimented  doorways,  rises  the  main  drum  enriched  by  sixteen 
pairs    of    Corinthian    columns.     Thèse    support    the  unbroken 
entablature  and  balustrade.     Gibbs'  study  of  the  Colosseum  had 
taught  him  not  to  break  entablatures,  and  how  dignified  is  their 

^  Leigh  Hxmt'B  "  The  Dramatio  Works  of  Wyoherley,  Gongreve,  Vanbrugh 
and  Farqohar.*' 
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sweep  on  a  cunre.  The  reading-room  is  lighted  prinoîpally  from 
the  windowa  in  the  upper  drum  which  carries  the  dôme»  the 
Windows  in  the  main  drum  lighting  the  aide  reoesses  and  galleries 
above.  Gibbs  published  a  monograph  in  1714,  **  Bibliotheca 
Badcliviana/'  of  this  building.  He  was  alao  the  author  of  "  A 
Book  of  Architeotnre/'  "  Bules  for  drawing  the  several  parts  of 
Architecture/'  the  latter  one  of  the  safest  guides  a  student  can 
hâve  for  the  ^  Orders/'  and  other  books. 
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Colin  Campbell  (rf.  1734)  is  best  known  by  his  "Vitruvîus 
Britannicus/'  which  did  for  English  eighteenth-century  Architec- 
ture what  BlondeUs  book  did  for  French.  The  title  shows  the 
trend  of  thought  in  England  at  the  time.  Campbell  paid  Palladio 
the  compliment  of  copying  his  Villa  Capra  (see  Fig.  76)  at  Mère- 
worth,  Kent,  with  ail  its  porticoes,  but  he  could  do  more  original 
work.  His  Houghton  HaJl,  Norfolk,  and  Wanstead  House,  Essex, 
have.^many  good  points  (see  Fig.  256),  and  the  excellence  of  the 
additions  attributed  to  him  at  Oreenwich  has  already  been  men- 
tioned.  Both  Campbell  and  William  Kent  worked  for  the  Earl 
of  Burlington,  and  it  is  difficult  to  say  to  which  of  the  trio  should 
be  given  the  crédit  for  much  of  the  work  for  which  the  last 
undoubtedly  paid.  Burlington  House,  Piccadilly,  before  it  was 
spoilt!  by  the  addition  of  the  top  storey,  was  a  dignified,  refined 
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façade.  The  earFs  villa  at  Chiswick  was  based  on  the  Villa 
Capra,  but  the  foUy  of  treating  ail  four  sides  alike  was  not  repeated. 
There  are  no  staircases  or  entrances  at  the  sides,  and  only  a  less 
important  staircase  at  the  back  The  energy  of  ail  concemed  was 
ooncentiated  on  the  superbly  planned  staircases  and  finely  designed 
portico  in  front.^  Buildings  undoubtedly  Kent's  are  the  Treasury, 
WhitehaU,  and  the  Horse  Guards,  the  Parliament  Street  front  of 
which  was  finished  by  J.  Vardy.  Kent  was  a  painter  before  he 
was  induced  by  Lord  Burlington  to  study  architecture,  but  there 
is  none  of  the  littleness,  often  associated  with  painters'  architec- 
ture, about  either  of  the  buildings  mentioned.  Both  are  well 
proportioned,  simply  detailed,  and  the  compositions  of  both  fronts 
of  the  Horse  Guards  are  exceedingly  effective.  Eent  understood 
light  and  shade,  and  was  not  afraid  of  projecting  boldly  both  his 
central  block  and  his  side  wings.  He  deserves  the  thanks  of  ail 
architects  for  his  édition  of  **  Designs  of  Inigo  Jones/'  although 
most  of  the  actual  drawing  was  donc  by  Flitcroft. 

A  little-known  architect  of  the  middle  of  the  eighteenth  Robert 
century  is  Bobert  Morris.    His  Bridge  at  Wilton  is  a  delightfnl  ^?j*. 
composition.    The  aroh  and  lintel  hâve  probably  never  been  so  wood 
happily  blended.    The  design  was  repeated  with  but  trifling  differ-  (*•  ^'''^)- 
ences  of  détail  in  the  grounds  of  Prior  Park,  Bath.    The  house  at 
Prier  Pcurk  is  the  work  of  John  Wood,  who,  with  his  son,  also 
John,  laid  out  portions  of  Bath  in  such  splendid  fashion.    The 
front  and  sides  of  Prior  Park  are  duU.    Its  splendeur  lies  in  the 
terrace  that  stretches  on  either  side  of  it,  and  in  the  portico  and 
outside  staircase  at  the  back,  with  flights  of  steps  leading  down 
the  hilL    Occupying  a  magnificent  position  overlooking  the  city 
and  surrounding  country,  it  forms  one  of  the  most  striking  archi- 
tectural pictures  to  be  found  in  England.     In  Bath  itself,  the 
father  built  the  north  side  of  Queen's  Square,  the  Gircus  and  the 
north  and  south  parades  ;  the  son  followed  with  the  Grescent  and 
Gay  Street.    The  buildings  in  thèse  are  somewhat  disappointing. 
What  is  so  fine  is  the  survey.    Bath,  at  least  that  portion  laid  out 
by  the  Woods,  is  planned  as  a  city  should  be,  on  architectural 
Unes  and  symmetrically,  with  wide  streets  opening  out  into  wider 
spaces.^    The  first  stone  of  the  elder  Wood's  Exchange  at  liverpool, 

^  Lord  Vemey  deacribed  the  TÎlla  as  "  too  Bmall  to  inhabit  and  too  large  to 
hang  one'B  watch  in." 

'  In  no  city  in  England  is  the  eighteenth-centnry  '*  atmosphère  **  so  strong  as 
in  Bath.    Sir  Lucins  O'Trigger  on  the  North  Parade  waiting  for  Lnoy  who  is  on 
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now  the  Town  Hall,  was  laid  in  1748,  the  building  being  opened  in 

1754.    It  Boffeied  severely  from  fire  in  1795,  and  has  been  added 

to  80  conaiderably  BÎnce  that  only  the  sbell  remains,  and  even  that 

bas  been  altered. 

Arohi-  Geoige  Danoe,  sen.  (1695-1768),  was  tbe  City  architect,  and 

•eoond       ^^  ^^^  capacity  designed  tbe  Mansion  Honse.    His  son  Geoige 

^of       (1741-1825)  is  best  known  as  tbe  arcbiteot  of  Newgate.     Its 

to^îh       i^gg^  exterior  was  a  relief  after  tbe  floiid  modem  work  tbat 

oeniury.     surronnded  it.    It  possessed  tbe  great  virtue  of  appearing  wbat 

it  was.    Modem  buildings  often  do  not  express  on  tbe  outside  tbe 

purpose  for  wbicb  tbey  are  built,  but  Dance  did  not  fail  in  ibis 

respect.    He  kept  a  grim  bold  of  bis  subject.    Tbe  façades  weie 

unbroken,  but  for  tbe  doorways  and  a  few  slits.    Tbe  latter  weie 

not  Windows.    Bebind  eacb  was  a  bollow  in  tbe  tbickness  of  tbe 

wall,  witb  a  circular  stone  post  in  tbe  centre.    Tbe  reason  for 

tbese  posts  is  not  clear.    Tbey  may  bave  been  intended  to  soften 

tbe  deptb  of  tbe  sbadow,  and  may  baye  donc  so  wben  new,  but 

before  Newgate  was  pulled  down  tbey  were  black  witb  âge 

and  quite  undiscemible  from  outside.^    Towaids  tbe  end  of  tbe 

eigbteentb  century  Dance  laid  out  Finsbury  Square,  and  sbortly 

afterwards  Alfred  Place,  alongside  Tottenbam  Court  Boad,  and  tbe 

two  crescents  terminating  it — a  nice  little  pièce  of  town  planning. 

Tbe  bouses  are  now  being  rebuilt     Tbe  effect  of  tbe  west  side  of 

Finsbury  Square  as  a  wbole  is  exceedingly  good.     Some  of  tbe 

bouses  are  individually  wortb  studying,  and  tbe  neigbbouiing 

streets  also  contain  respectable  examples  of  one  bundred  and 

twenty  years  ago. 

James  James  Paine  was  one  of  tbe  most  prolific  of  country  bouse 

a?!^^)    <1^^S^^^  of  ^s  ^JSïià,    Oosfortb  House,  Yorksbire,  Tbomdon  Hall, 

sirBobart  Essex,  and  many  otbers  are  bis.     In  1761  be  planned  Kedleston 

(171^^).  ^^^1>  Derbysbire,  one  of  tbe  finest  planned  bouses  of  its  type  (see 

Fig.  262),  wbicb  was  finisbed  by  tbe  Adams.     His  contemporary, 

Sir  Robert  Taylor  (1714-88),  also  did  a  great  deal  of  work.     Ely 

House,  Dover  Street,  sbows  tbat  be  was  a  master  of  proportion, 

and  that  bia  détail  was  good.     Its  front  was  beld  up  to  dérision 

by  Pugin  in  his  "  Contrasts,"  who  shows  drawings  comparing  it 

the  South  is  a  real  peraon  in  Bath  ;  and  Gay  Street  reoallB  Thê  Bûggcur'È  Opéra, 
whioh,  aocording  to  the  wits  of  the  time,  "  Mihde  Bioh  "  (the  manager  who  pro- 
duoed  it)  **  gay,  and  Qay  rioh." 

^  They  were  shown  to  me  by  the  late  Mr.  Monntf ord  when  the  walls  were  being 
pnUed  down.    He  said  the  reason  for  them  baffled  him. 
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with  Eljr  Place,  Holbom/  but  the  whirligig  of  time  bas  once  more 
brougbt  Ely  House  into  favour,  and  Pugm*B  ^'true''  style  is 
neglected. 

Tbe  principal  works  of  Garr  of  York  are  the  Orescent  at  Oarrof 
Buxton,  a  sturdy,  dignified  front,  and  Harewood  House,  York-  ^^^^' 
sbire.  Tbe  latter  is  a  very  fine  composition.  It  consists  of  a 
central  blook,  pilastered  and  orowned  by  an  entablature  and 
balustrade,  and  two  side  blocks  on  a  Une  with  it.  The  side 
blocks  are  the  same  height  as  the  centre  and  are  also  pilastered,  but 
the  entablature  of  each  is  lower,  and  above  is  an  attic.  The 
portions  of  the  building  which  connect  the  centre  and  sides  are 
only  two  storeys  high,  and  are  also  slightly  recessed. 

The  century  finisbed  with  Sir  William  Ohambers  and  Bobert  Sir 
Adam.  Thèse  two  men,  absolute  contemporaries,  followed  ^^^^bBrs 
différent  ideals.  Ohambers  did  bis  utmost  to  keep  the  old  flag  (1726-86). 
flying,  to  préserve  to  the  end  of  the  century  the  traditions  which 
Wren  had  upheld  at  the  beginning.  To  a  great  extent  he 
succeeded.  His  river  front  of  Somerset  House  ranks  as  one  of 
the  greatest  architectural  achievements  of  the  eighteenth  century. 
It  is  fine  now  with  the  Embankment  in  front  ;  it  must  bave  been 
finer  still  when  the  river  washed  its  walls.  The  setting  back  of 
the  upper  storeys  so  as  to  form  a  terrace  in  front  above  the  base- 
ment  is  a  happy  idea  ;  and  the  open  péristyles  under  the  comice  of 
the  main  building  one  of  the  most  effective  methods  ever  devised 
for  separating,  and  at  the  same  time  uniting,  différent  blocks. 
The  tooling  of  the  rustications  of  the  terrace  front  is  worth 
careful  study.  It  is  beautifully  executed  and  of  great  variety. 
The  actual  façade  facing  the  Strand  is  but  ordinary,  but  the  open 
vaulted  vestibule  that  gives  access  to  the  courtyard  is  a  master- 
piece  of  délicate,  refined  détail.  Ohambers  knew  when  to  be  bold, 
as  the  terrace  front  facing  the  river  and  the  archways  at  the  sides 
of  the  courtyard  show.  But  he  did  not,  like,  possibly,  Hawks- 
moor  and  Yanbrugh,  believe  in  bigness  merely  for  bigness'  sake. 

The  brothers  Adam  posed  as  reformers  ;  but  they  did  not  carry  Bobert 
their  reformation  very  far.     It  took  the  form  of  diminution.  0.7^92). 
Their  besetting  sin  was  littleness.    Robert,  by  far  the  ablest  of 
the  family,  when  left  to  himself,  was  bolder  and  more  masculine. 
The   man  who  measured   Diocletian's   palace  at  Spalato   knew 
what  big  work  was.    Edinburgh  University,  especially  the  front  to 

I  «  Oontrasts,  or  a  Parallal  between  the  noble  édifices  of  the  Middle  Ages  and 
oorresponding  buUdings  of  the  présent  day,"  1836. 
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the  Street,  is  a  strong  design.  It  îs  unfair  to  judge  him  by  the 
fittings  and  interiors  generally  of  the  many  buildings  in  London 
attributed  to  the  "  firm."  AU  "  etchings  by  Bembrandt  "  were  not 
"  bitten  "  by  that  master,  and  ail  "  Adam  Ceilings  "  are  not  by  the 
brothers.  They  set  the  fashion  in  the  last  quarter  of  the  century^ 
and  had  dozens  of  imitators.  The  amoont  of  work,  however» 
they  carried  out  was  very  great  They  and  their  army  of  work- 
men  designed  anything  and  everything,  fiom  a  door-scraper  to 
a  palace.  Their  internai  décorations  and  fittings,  when  really 
theirs,  are  often  very  beautifnl,  although  the  work  always  erra 
on  the  side  of  smallness.  Their  fumiture  has  not  qnite  the 
charm  of  Louis  Seize,  neither  does  it  equal  the  work  of 
slightly  earlier  English  cabinet-makers.  The  French  work  is 
quite  as  small  in  détail  as  the  Adams',  but  it  conveys  a  sensé  of 
purity,  whereas  the  feeling  raised  by  the  other  is  one  of 
"  finikiness."  The  '  '  Adelphi/'  the  streets  of  which  they  named 
after  themselves,  still  exercises  a  certain  fascination — especially 
individual  rooms  therein — and  must  hâve  looked  well  fix>ni  the 
river  when  vessels  could  reach  the  quay  below,  and  the  great 
arched  tunnel  storehouses  for  merchandise  ran  under  the  terrace 
above.^  The  screen  across  the  front  of  the  Admiralty,  Whitehall, 
which  partially  conceals  Bipley's  dull  building  behind,  although 
it  possesses  the  usual  fault,  is  one  of  the  most  charming  of 
Kobert's  works.  The  east  side  of  Fitzroy  Square  is  still 
dignified,  notwithstanding  that  the  stucco  décoration  that  the 
brothers  used  on  every  possible  occasion,  extemally  as  well  as 
intemally,  is  peeling  off  the  frieze.  Many  houses  designed  by  them 
still  exist  in  London,  and  for  the  most  part  are  well  planned,  if 
allowances  are  made  for  sanitary  détails  better  understood  now 
than  then,  and,  when  retaining  their  original  décoration  and 
fittings,  very  delightful  dwellings.  Robert  Adam  showed  he 
could  plan  in  the  great  circular  hall  he  added  to  Sion  House,  in  the 
house  he  built  for  Lord  Derby  in  Grosvenor  Square,  Luton  Park 
House,  Bedford,  etc.  At  Kedleston  the  décorations  are  his,  but 
the  plan  is  Paine's. 
Oountry  In  order  to  trace  the  development  of  country  house  plan  and 

afteT*       design  in  the  eighteenth  century  it  is  necessary  to  go  back  to 
1640.         before  the  Commonwealth.     Frevious  to  then  the  courtyard  plan 
had  been  gênerai,  and  this  was  not  altogether  abandoned  for  some 

^  See  drawing  in  "Works  in  Architeoture  of  Robert  and  James  Adam," 
published  1778. 
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time.  Houses  of  Pi  and  H  plans  continued  to  be  built  until  near 
the  end  of  the  seventeenth  century.  But  what  may  be  termed  the 
"  block  "  plan  finally  drove  ont  of  the  field  the  earUer  forma  The 
change  originated  with  Inigo  Jones,  was  continued  by  Webb,  and 
to  him  therefoie  belongs  some  of  the  crédit.  The  difiBculty  of 
apportioning    the    amount    dépends    laigely  on    who    designed 
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Coleshill  and  Ashdown  Houses,  in  Berkshire.  They  were  carried 
out  by  Webb,  but  the  designs  for  both  may  hâve  been  made  by 
Jones.  The  design  of  Coleshill  is  apparently  his  without  doubt, 
but  there  is  little  proof  that  he  had  anything  to  do  with  the  other, 
which  was  not  commenoed  until  long  after  his  death.  In  plan 
and  gênerai  design  thèse  two  houses  are  the  forerunners  of  the 
type  whioh  prevailed  ail  through  the  eighteenth  century.  Wren 
accepted  it,  and  departed  little  Ax)m  it. 
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In  plan  the  smaller  bouses  of  this  type  consist  meiely  of  a 
rectangular  block,  which  contains  the  living-rooms,  servants' 
quarterSy  bedrooms,  etc.  In  larger  bouses  two  forms  were  foUowed. 
In  one»  tbere  is  still  onlj  one  block,  rectangular  in  form  and 
oblong,  but  the  central  portion  is  made  more  important  and 
bigber  tban  the  side  portions.  In  the  other  tbere  are  three,  some- 
times  more,  separate  and  distinct  blocks.  The  central  block  con- 
tains the  principal  rooms,  and  in  front  of  it,  to  the  right  and  left,  are 
two  independent  blocks,  which  contain  on  one  side  the  kitchen 
and  offices,  on  the  other  the  stables.  The  only  connection  between 
the  main  and  side  blocks  is  by  corridors.  The  side  blocks  are 
always  lower  and  subordinate  in  ail  respects. 

The  Queen's  House,  Greenwich  (1617-35),  marks  the  commence- 
ment of  the  new  era  in  planning.     It  is  a  simple  rectangle,  within 

which,  however,  are  two  small 
courts  for  light,  lingering 
évidence  of  the  departing  plan. 
Ail  its  rooms  are  disposed 
symmetrically.  Baynham  Hall, 
Norfolk  {c.  1636),  bas  also  a 
rectangular  plan,  but  tbere  are 
small  breaks  at  the  back,  and 
in  front  two  wings  project 
about  10  feet.  At  Coleshill 
House,  Berks  {c.  1650),  tbere 
are  no  projections,  and  the 
plan  is  a  simple  oblong.  This 
is  divided  into  three  by  two 
cross  walls.  The  central  divi- 
sion,  which  is  slightly  wider 
than  those  on  either  side,  con- 
tains on  the  ground  floor  the 
entrance  hall,  in  which  is  a  great  double  staircase,  and  the  salon. 
The  position  of  the  staircase  marks  a  new  departure  in  planning. 
The  hall,  which  began  by  being  the  dining-living  room,  then 
became  an  entrance  hall  pure  and  simple,  now  only  justified  its 
dimensions  by  containing  the  stairs.  This  was  the  first  serions 
attack  on  its  importance.  It  gradually  decreased  in  size  until, 
not  without  a  struggle  on  its  part  to  maintain  its  dignity,  it 
became  in  the  last  century  the  narrow  mean  passage  familiar  to 
ail.   At  Coleshill  the  principal  floor  is  raised  well  above  the  ground. 
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with  a  semi-basement  below  which  contains  the  kîtchen  and  ofSces. 
The  adoption  of  this  lower  ground  floor  or  semi-basement,  which 
is  gênerai  in  the  plans  of  both  Inigo  Jones  and  Webb,  had  two 
important  results.  The  first  was  the  necessary  introduction  of 
outside  staircases  leading  from  the  ground  to  the  principal  lioor, 
which  afterwards  played  so  important  a  part  in  large  eighteenth- 
century  country  houses  ;  and  the  second  the  graduai  shrinkage  of 
inside  staircases.  In  Elizabeth's  reign  the  staircase  was  a  great 
feature,  because  the  principal  rooms,  apart  from  the  hall,  were 
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generally  on  an  upper  floor,  and  good  access  to  them  was  a 
neeessity.  But  when  the  principal  sitting-rooms  are  grouped 
round  a  hall,  and  the  upper  floor  contains  only  bedrooms,  with 
an  occasional  reception-room  as  at  Baynham,  the  need  for  fine 
staircases  is  not  so  great.  For  some  time,  however,  they 
continued  to  be  large  and  stately,  and  aU  through  the  eighteenth 
century  they  retained  their  importance  in  the  smaller  houses. 
But  not  in  the  large  country  mansions.  One  of  the  most  curious 
charaoteristlcB  of  thèse  is  the  comparative  meanness  of  the  stairs 
from  ground  to  first  floor. 

In  the  majority  of  large  houses  in  single  blocks  the  kitchen 
and  offices  are  on  the  lower  floor,  and  the  whole  of  the  principal 
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floor  ifl  devoted  to  reception-rooms,  with  occasionally  some  bed- 
Tooms.  The  larger  examples  differ  only  from  the  smaller  in  the 
greater  number  and  size  of  the  rooms.  Wanstead  House,  Essex 
(now  destroyed),  built  by  Campbell  in  1720,  was  long  regarded  as 
the  beat  example  of  its  olass,  both  in  plan  and  élévation.  It 
extended  about  260  feet  in  length,  and  was  about  75  feet  wide. 
The  central  portion,  which  merely  projected  a  few  inches  in  front 
of  the  remainder,  was  about  110  feet  long  and  three  storeys  high, 
whilst  the  aides  were  only  two.    This  centre,  moreover,  derived 
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plan. 


Fia.  2d6. — Wahbtead  House,  Ebskx  (GimU). 

additional  emphasis  from  its  portioo,  which,  as  is  shown  later, 
was  regarded  as  an  essential  adjunct  to  every  large  house. 

The  three-block  plan  started  in  the  middle  of  the  seventeenth 
century.  It  may  hâve  been  evolved  ont  of  the  earlier  court- 
yard  plan,  but  more  probably  was  imported  from  Italy,  or  from 
France,  where  François  Mansard's  château  of  Balleroy  (see  p.  203) 
had  been  oommenced  in  1626.  The  two  earliest  examples  in 
England  are  probably  Stoke  Park,  Northants,  and  Ashdown 
House,  Berks.  The  latter,  by  Webb  (c.  1665),  consists  of  a  lofty 
central  rectangular  block,  with  two  low  wings,  and  two  smaller 
detached  blocks  of  outbidldings  standing  forward  some  little 
distance,  and  framing  the  house  proper,  as  at  Balleroy.  At 
Stoke  a  new  feature,  i.e.  new  in  England,  is  introduced  in  the 
shape  of  colonnaded  corridors,  quadrants  in  plan,  which  connect 
the  main  portion  with  the  front  wings.  Wyatt  Papworth  says 
that  Sir  Francis  Crâne,  who  built  the  house,  "  brought  the  design 
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from  Italy/'  and  he  dates  it  about  1630-34.  Inigo  Jones  was 
employed  on  the  work,  and  it  is  possible  that  the  plan  as  well  as 
portions  of  the  élévations  are  his.  He  was  as  capable  of  producing 
an  Italian  plan  as  any  Italian. 

The  corved    oorridors  in   front  which    are    the    distinctive  Biock 
characteristics  of    Stoke,  became  a  great  favourite  with  later  P^^ 
eighteenth-centnry  architects,  especially  Yanbrugh.    Both  Bien-  oorrldon  : 
heim  and  Castle  Howard  are  planned  on  thèse  Unes.    At  Castle  ^^' 
Howard  the  main  block,  which  in  front  is  narrow,  is  joined 
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to  the  wings  by  corridors  and  arcades.  At  Blenheim  the  three 
portions  are  more  separate.  In  front  of  the  central  block  is  the 
great  courtyard,  with  the  stable  court  on  one  side  and  the  kitohen 
conrt  on  the  other,  both  surrounded  by  buildings.  The  plans  of 
the  main  blocks  of  thèse  two  mansions  agrée  in  most  respects  ;  in 
the  great  central  entrance  hall  flanked  by  two  staircases  ;  in  the 
salon  behind  the  hall  opening  to  the  garden  ;  in  the  vista  through 
the  house  from  front  to  back  ;  and  in  the  fine  suite  of  rooms,  with 
through  communication,  on  either  side  of  the  central  saloon,  making 
a  total  length  of  over  300  feet.  The  doubling  of  the  staircase  is 
characteristic  of  the  âge.  An  imposing  staircase  was  not  a  necessity, 
because  aU  the  sitting-rooms  being  on  the  ground  floor,  deoent 
access  to  bedrooms  was  ail  that  was  ab^olutely^^necessary.    Either 
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of  the  stairoases  provided  wonid  bave  sufSoed  ;  bat  thea  the  plan 
would  Dot  bave  been  absolutely  s^mmetcical.  One  ejonpatbîzes 
thoToaghIy  witb  theae  eighteenth-centuiy  architecta  in  tbeir  desiie 
for  symmetry,  but  tb^y  canied  it  to  extrêmes.  Tbey  ignored  tbe 
fact  tbat  only  a  small  portion  of  the  outaide  of  a  large  building 
can  be  aeen  at  any  one  time  ;  that  îuside  one  cannot  aee  tbrougb 
thick  walls,  and  that  wbat  exista  beyond  is  of  little  moment. 
Bave  when  vistas  are  possible.  To  départ  from  strict  symmetry 
may  make  a  plan  look  less  pretty  on  paper,  but  efiScieucy  will 


Fia.  360.— Blbkhiim,  MàI»  Wbocx  \(hiiXI£s. 

probably  be  increased  thereby.  The  same  appliea  to  élévations. 
Provided  the  main  Unes  are  symmetrical,  it  ÎH  refreahing  to  be 
able  to  note  a  variation  bere,  a  slight  difTerencetbere.  Ëvery  one 
admits  that  designs  for  omament  are  better  if  two  eides  are  not 
identical  ;  and,  provided  that  sufficîent  balance  is  preserved,  the 
same  appUes  to  arohitectural  compositions.  To  décide  tbe  balance 
necessery  and  tbe  departure  permissible  is  an  art. 

Hoi^bton  Hall,  Korfolk,  designed  by  Campbell  in  1723,  is  a  other 
good  example  of  central  and  aide  blocka,  connected  by  curved  îî^^ 
corridors.      At  Holkham,  also  in  Norfolk  (c  1735),  Kent  placed  pluu. 
bis  wings  overlapping  the  front  of  the  main  blodc  so  tbat  two 
short  Btraight  corridors  sufficed  as  connections.    In  addition  to 
the  wingB  in  front  he  placed  two  corresponding  ones  at  the  back, 
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and  thns  framed  bis  centaral  block  on  both  aides.    On  paper  the 
plan  looks  superb.    Wbether  it  is  so  satisfactory  in  reality  may 
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be  doubted.    In  front  the  kitchen  wing  balances  the  visitora' 
wing  ;  at  the  back  the  library  wing,  the  chapel.    The  dining-room 


Fia.  262.— KxDLESTON  Hall  (Gtoiit). 

is  shown  far  from  the  kitchen,  but  a  very  little  rearrangement  of 
rooms  might  cure  that  defect.     A  separate  kitchen  block  bas 
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great  advantages,  and  its  disadvantages  are  often  exaggerated, 
and  can  easily  be  got  over  by  a  properly  fitted  serviDg^room. 
Kedieston,  which  was  begun  by  Paine  and  finished  by  Bobert 
Adam,  also  bas  four  flanking  blocks  and  a  central  block.  Thèse 
are  connected  by  curved  corridors  no  longer  colonnaded  and  open 
in  front,  as  at  Stoke,  but  enclosed  by  walls  liberally  windowed 
towards  the  forecourt  in  front  and  towards  the  garden  at  the  back. 
Paine  designed  more  country  mansions  than  any  oiher  con- 
temporary  arcbitect.  The  majority  are  single,  self-contained 
oblong  blocks,  but  many  are  of  the  three-block  plan.  Gosforth, 
Korthumberland,  Thomdon  Hall,  Essex,  and  Wardour  House, 
Wilts,  show  three  yarieties.     Of  this  type  also  is  Staudlinch, 
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Wilts,  by  John  Wood,  junior,  but  instead  of  the  subordinate 
blocks  being  in  front,  they  are  on  a  Une  with  the  central  block, 
and  the  corridors  Connecting  them  straight.  The  three-block 
plan  was  sometimes  adopted  for  smaller  houses,  and  with  con- 
sidérable success.  A  house  at  Beaconsfield,  Bucks,  by  Thomas 
Millner,  illustrated  in  "Vitruvius  Britannicus"  (Vol.  II.  Plate 
47),  is  a  good  ezample.  But  the  most  original  is  Yanbrugh's 
Seaton  Délavai,  in  Northumberland  (c.  1720).  As  an  example 
of  stately  planning  on  a  comparatively  small  scale  it  is  incom- 
parable. The  house  is  a  square,  with  the  addition  of  an  octagonal 
turret  at  each  corner,  and  a  newel  staircase  forming  a  projection 
in  the  centre  of  each  side.  In  front  is  the  entrance-hall,  vdth  a 
room  on  either  side,  and  at  the  back  is  the  salon,  about  70  feet 
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long,  the  fuU  width  of  the  houBe.  Between  the  salon  and  the 
small  rooms  in  front  are  corridors  leading  to  the  staircases.  On 
each  side  of  the  entrance  forecourt  is  an  arcaded  doister  which 
masks  and  at  the  same  time  affords  access  to  the  kitchen  block  on 
one  side  and  the  stables  on  the  other.  Other  similar  buildings, 
both  large  and  small,  might  be  mentioned,  but  the  above  are 
sufficient  to  show  how  fond  eighteenth-century  architects  were  of 
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this  type,  and  the  extent  to  which  they  had  departed  from  the 
courtyard  plan  of  the  Elizabethan  men. 
Fauitfl.  Tliese  plans  hâve  been  condemned  by  some  who  maintain 

that  utility  and  convenience  are  sacrificed  to  efiTect.  The  accusa- 
tion is  true  up  to  a  certain  point,  but  the  sacrifice  bas  been 
exaggerated.  Thèse  were  mostly  state  houses,  designed  for  state 
occasions.  In  that  respect  their  plans  are  unrivalled.  The  man 
who  prefers  "  to  live  in  one  room  "  would  no  doubt  find  the  suites 
of  apartments  tedious.  But  thèse  houses  were  not  built  for  such. 
The  times  were  still  ceremonious  ;  stateliness  was  still  counted  a 
virtue,  and  utilitarianism  was  not  yet  rampant.  One  must  judge 
the  houses  by  the  âge  in  which  they  were  built.  That  may 
hâve  been  artificial,  but  it  was  also  dignified,  and  a  little  more 
dignity  in  both  houses  and  the  âge  would  not  be  amiss  now. 
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Great  though  the  changes  are  in  planning  introduced  by  Inigo  Exieriors. 
Jones,  the  différences  in  the  treatment  of  exteriors  due  to  him  are 
still  more  marked.  The  models  he  set,  however,  were  not  fol- 
lowed  immediately.  Old  traditions  were  toc  strong.  Before  his 
time  ail  houses  were  gabled,  except  a  few  large  ones  which  had 
lead  flats.  The  simple,  stiaight-sided  gable,  which  is  merely  the 
end  wall  of  a  roof  with  the  pitch  of  which  it  agrées,  continned  to 
be  employed  in  small  houses  ail  through  the  seventeenth  century 
and  well  into  the  eighteenth.  In  fact,  in  country  districts  it  was 
never  entirely  abandoned.  For  it,  in  the  seventeenth  century,  was 
sometimes  substituted  a  curved-sided  gable  crowned  by  a  pedi- 
ment,  the  origin  of  which  is  Flemish.  Inigo  Jones  designed  such 
gables  for  the  wings  of  Baynham  Hall,  and  for  portions  of  the 
front  of  Kirby  Hall,  and  Webb  foUowed  suit  at  Thorpe  Hall, 
Northants.  There  are  many  gables  of  this  type  in  England  on 
houses  built  mostly  between  1640  and  1680,  such  as  Swateley 
Hall,  near  Uxbridge,  Eew  Palace,  the  riding  school,  Bolsover 
Castle,  etc.  (see  Fig.  232).  In  Lincoln's  Inn  Fields  and  Oreat 
Queen  Street,  Jones  and  Webb  started  the  Palladian  treatment  of 
corrying  large  and  well-proportioned  pilasters  through  two  storeys, 
but  this  was  not  foUowed  generally  until  the  eighteenth  century. 
Their  successors  preferred  that  each  storey  should  hâve  its  own 
order,  in  this  respect  foUowing  their  EÛzabethan  forefathers.^ 
They  got  their  proportions  better,  however.  The  pilasters  are 
generally  entasised,  and  above  them  is  a  régulation  entablature. 
In  the  front  of  Christ's  Hospital  there  were  lonic  pilasters,  but  in 
his  purely  domestic  buildings  Wren  either  omitted  pilasters  alto- 
gether  or  else  used  the  French  type,  introduced  by  Lemercier  and 
F.  Mansardy  which  hâve  neither  capitals  nor  bases.  Such  are  the 
brick  and  stone  pilasters  at  the  angles  of  Hampton  Court,  the 
smooth  stone  pilasters  of  a  house  in  West  Street,  Chiohester, 
and  the  still  more  characteristically  French  channelled  pilasters  of 
Marlborough  House,  Pall  Mail.  The  house  at  Greenwich,  shown 
in  Fig.  265,  is  fairly  représentative  of  the  vemacular  work  of  the 
middle  of  the  seventeenth  century.  It  is  of  brick  entirely,  and 
the  Windows  hâve  the  wood  mullions  and  transoms  usually  found 
in  work  of  that  period. 

>  An  exception  is  in  the  qoadiangle  of  Kirby  HaU  (see  Fig.  197).  Thorpe  may 
hâve  got  the  idea  from  Du  Oerceaa,  whose  "  Les  plus  ezoellents  Bastiments  *'  he 
oertainly  knew,  or  the  considérable  projection  of  thèse  pilasters  suggests  that 
the  mediœval  buttress  was  in  his  mind,  which  he  clothed  in  a  Glassic  dress. 
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Bnildings  such  as  the  lost  mentioned,  however,  showed  little 
architeottiFal  advanca.  They  were  but  on  aftermath.  The  advance 
waâ  made  at  Coleshill  Hoaae  aad  Ashdown  Honse.  Whether 
Wren  ever  saw  either  is  uBcertain,  but  their  characterlatics  are 
alao  those  of  the  greater  number  of  bouses  built  by  him  and  also 
by  his  BuccesBors.  Both  bouses  are  "  boxes  "  covered  by  a  pitcbed 
roof,  Coleahill  House  beîng  a  long  box  and  Ashdowu  a  tall  one. 
They  bolong  to  the  "  astylar  "  type  ;  there  are  no  pUasters  on  the 
walls.    At  the  angles  are  quoins.    At  the  eaves  is  a  great  comice, 


frotn  which  the  roof  starts  direct  without  the  intervention  of  anj 
parapet,  blocking  course,  or  balustrade.  The  roof  la  hipped  on  ail 
aides,  and  there  are  no  gables.  At  the  ridge  is  a  wood  balustrade, 
wbich  snrrounds  a  lead  âat,  from  the  centre  of  which  rises  a 
lantem.  The  fronts  of  both  bouses  rely  for  edect  on  their  propor- 
tions and  the  epacing  of  their  Windows.  They  are  quite  plaÏD, 
save  for  the  entrance  doorway  on  the  principal  floor,  which  ia 
well  raised  above  the  ground  by  the  semi-basement  below,  and 
approached  by  a  âight  of  outside  stepa.  At  Asbdown  Honse  the 
central  window  on  the  upper  floor  over  the  doorway  is  richer  in 
design  than  the  others.  The  picturesqueneas  of  the  earlier  âge, 
obtained  by  broken  plan  and  broken  ontline  in  élévation,  was 
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passîng  away,  and  was  being  sucoeeded  by  symmetry  and  dignity, 
Coleshîll  and  Aslidown  are  not  unpictDreBque  ;  but  tbeir  pictar- 
esqueness  ia  more  subdued,  and  is  the  resuit  of  their  simplieity  and 
Bobriety, 

The  différences  between  houses  built  before  c.  1650,  and  those  Windows, 
of  tbe  suoceeding  hundred  years  or  more,  are  largely  due  to  the 
changes  in  wiodow  design.  Windows  of  the  earlier  period  are 
invariably  stone  mullioned  ;  the  majority  of  the  later  period  bave 
sasbes.  The  sash  window  is  esseotially  Ënglish.  One  may 
almost  say  it  is  never  met  wîth  in  France,  where  long  casement 
Windows  are  gênerai;  and  it  is  uncommon  in  other  countries. 
Abroad  it  occurs  most  frequently  in  Holland  and  in  some  parts  of 
Germany.  When  it  was  first  used  in  tbis  country  is  uncertain, 
but  at  the  beginning  it  was  not  the  convenient  contrivance  that  it 
is  now.  "  Double-hong  "  sashes  were  unknown,  and  the  casings 
very  rough.  Tbe  bottom  sash  was  rarely  hung.  Sometiœea  it 
was  lixed  altogether  ;  in  other 
cases  it  could  be  opened,  but 
had  to  be  wedged  up  to  pre- 
vent  its  falliog.  It  is  doubtful 
if  luigo  JoDes  ever  uaed  sash 
Windows.  The  ones  in  the 
Banqueting  Hall  are  probably 
mach  more  modem.  It  was 
difficult  în  bis  time  to  obtain 
glass  large  enough  even  for 
thoae  comparatively  small 
panes.  Tbe  Windows  of  tbe 
additions  be  made  at  Kîrby 
Hall,  Northants,  still  retain 
their  old  glazîng,  and  show 
one  method  he  adopted.  In 
the  lower  half  of  each  window 
are  two  iron  casementa;  the 
upper    half    does    not  open. 

Both  portions  are  filled  with  p^^  ^^ 

many  small  panes,  sepatated 

by  lead  cames.  The  more  gênerai  method,  however,  was  a  solid 
wood  frame,  divided  into  four  lights  by  a  wood  mullîon  and 
transom,  witb  iron  ossements  wbere  reqtiired,  and  lead  lights 
throughout.    Window  openings  had  to  be  treated  as  "  voids  " 
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that  was  essential;  and  the  effect  conld  be  obtained  by  sash 
Windows,  solid  wood  fiâmes,  or  by  iron  casements,  as  at  Elirby. 

There  is  nothing  playful  in  the  façades  of  large  eighteenth- 
centnry  country  bouses.      The  chief   characteristic   is  dignity. 
Drawings  fail  to  do  them  jostice.    Even  photographs  convey  but 
a  faint  idea  of  the  effect  they  produce,  as  their  fine  scale,  one  of 
their  principal  assets,  is  difficult  to  realize.     Their  rooms  are 
always  lofty,  18  to  20  feet  being  not  nncommon  dimensions,  which 
are  sometimes  exceeded.    They  are  essentially  sober  in  design. 
To  the  crédit  of  the  eighteenth-centnry  architect  be  it  said  that, 
whatever  his  faults  might  be,  he  was  never  rococo.    Some  fronts 
are  pilastered,  like  Chatsworth,  originally  built  by  Talman,  a  con- 
temporary  of  Wren  ;  Easton  Neston,  an  exceedingly  fine  design  by 
Hawksmoor  ;  Harewood  House,  by  Carr  of  York,  described  on  a 
préviens  page;   portions  of  Blenheim,  and  some  others.    The 
pilasters  seldom  start  from  the  ground  level,  but  from  the  top  of 
a  rusticated  basement  which  forms  the  front  of  the  semi-sonk 
ground  floor,  and  run  through  the  principal  and  upper  floors  to  a 
main  entablature.    This  is  generally  surmounted  by  a  balustrade* 
The  treatment  is  essentially  Michaelangeloesque  and  Palladian. 
The  majority  of  thèse  bouses,  however,  bave  no  pilasters,  save 
those  behind  the  columns  of  a  portico.    Even  the  corners  are 
plain.    They  owe  their  effect  to  their  mass,  grouping,  spadng  of 
Windows,  and  proportions  generally.    They  stand  weU,  owing  to 
their  semi-basements,  and  with  few  exceptions  possess  the  virtue 
which  Eeynolds  ascribed  to  Vanbrugh's  buildings  of  not  "  abruptly 
starting  out  of  the  ground  without  expectation  or  préparation.'' 

The  short  flight  of  steps  outside  the  front  door  at  Coleshill 
developed  in  the  eighteenth  century  into  the  magnificent  stair- 
cases  which  are  so  fine  a  feature  of  many  of  thèse  houses. 
Amongst  the  most  elaborate  are  those  of  Lord  Burlington's  villa 
at  Chiswick,  and  Prior  Park,  Bath  (see  Fig.  251).  Above  them 
rises  the  portico  which  was  considered  indispensable.  Both 
porticoes  and  staircases  hâve  been  ridiculed  as  useless,  unneces- 
sary,  and  extravagant.  The  same  might  be  said  of  any  embellish- 
ment.  If  a  sculpter  had  been  called  in  to  carve  the  centre  of 
thèse  buildings,  most  of  those  who  decry  the  porticoes  would 
hâve  been  the  fîrst  to  express  approval.  The  principle  is  the 
same  whatever  form  of  ornamentation  is  adopted.  The  accentu- 
ation of  the  principal  portion  of  any  design  bas  at  ail  times,  and 
in  ail  styles,  been  recognized  as  legitimate  and  right  ;  and  that 
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oniament  should  be  massed  and  not  scattered  abont  is  an  acknow- 
ledged  rule.  To  produce  an  efifect  of  richness  by  architectural 
forms,  by  the  use  of  columns  and  entablatures»  by  the  play  of  light 
and  shade,  is  surely  more  pndseworthy  in  an  architect,  than  for 
him  to  rely  for  his  effect  mainly  on  the  efforts  of  a  worker  in 
another  art*  Thèse  men  regarded  architecture  as  the  mistress  of 
the  arts,  and  to  the  best  of  their  ability  maintaîned  her  snpremacy. 
They  felt  no  antagonism  towards  the  other  arts^  but  they  held 
that  the  beauty  of  a  building  should  lie  mainly  in  its  proportions, 
balance,  détail,  and  composition  generally  ;  in  other  words,  in  its 
architecture  ;  and  not  in  its  embellishment  by  either  sculpture  or 
painting.  In  the  hands  of  duU  men  this  sometimes  led  to  duU 
work.  First-rate  sculpture  might  hâve  attracted  attention  and 
prevented  the  dullness  from  being  apparent.  But  if  the  sculpture 
or  other  omamentation  had  been  médiocre,  what  otherwise  was 
merely  dull  would  hâve  become  disagreeable. 

The  porticoes,  as  a  rule,  are  crowned  by  pediments.  An  ï^edi- 
exception  is  on  the  garden  side  of  Seaton  Délavai,  where  thcre  is  "^®°^* 
balustrade  instead.  The  rule  was  not  foUowed  in  this  case  because 
the  central  portion  of  the  building  behind  rises  higher,  and  the 
pediment  is  therefore  on  that.  It  was  in  no  spirit  of  pedantry 
that  Yanbrugh  and  his  contemporaries  and  successors  refused  to 
foUow  the  example  set  by  Wren  at  Hampton  Court  and  Greenwich, 
and  plaster  a  pediment  against  an  attic.  They  felt,  and  rightly, 
that  a  pediment  should  be  the  crowning  feature  of  a  building, 
and  that  although  the  précèdent  of  the  fiomans  might  be  claimed 
for  its  misuse,  that  was  no  reason  why  they  should  foUow  suit. 
They  did  not  hesitate  about  pediments  over  doorways  and  Windows, 
because,  as  pointed  out  in  a  previous  chapter,  thèse  are  complète 
and,  80  to  speak,  independent  features;  whereas  the  pediment 
over  the  central  portion  of  any  house  is  the  pediment  of  the  house 
itself,  and  out  of  place  if  it  does  not  occupy  the  highest  position. 

The  smaller  houses,  both  in  town  and  country,  hâve  the  same  SmAUer 
characteristics  as  the  larger,  and  possess  the  same  virtues.  Some  ^®'*"®*- 
are  in  stone;  as  at  Bath  and  its  vicinity,  at  Stamford,  and  in 
Cumberland,  Yorkshire,  wherever,  in  fact,  that  material  was  plen- 
tiful.  But  the  majority  are  in  brick.  Hardly  a  town  in  England, 
from  Shrewsbury,  which  is  partioularly  rich  in  examples,  to 
Dover;  from  the  coast  of  Norfolk  to  the  Land's  End,  has  not 
several.  They  are  quiet  and  unobtrusive.  They  do  not  catch 
the  eye  and  arrest  attention,  but  like  their  French  contemporaries 
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they  well  deserve  attention.    The  fronts  are  either  of  red  brick 

tliToughout,  or  red  bricks  aie  nsed  only  for  qaoins,  window  heads, 

coraiœs,  etringa,  etc.,  and  the  walliog  ia  of  "  stocks,"  which  in  coloor 

range    from    "whîte,"  as    in 

Sufiblk,    throngh    shades    of 

yellow  almost  to  red,  accordîng 

to  locality.     Not  tbeir  leost 

charm  is  tbeir  workmansbip. 

The  heada  of  windovs  and 

^*'-  *'■  tbe  "  aprons  "  under  tbem  are 

frequently  of  nibbed  brick  witb  "  putty  "  joints,  their  slightly 

différent  coloor  and  textnre  making  a  pleasant  contrast  with  tbe 

valling.     Kubbâd  bricks  were  sometimes  used  for  pilasters,  as  in 

Wren's  fix>nt  of  Christ's  Hospital,  and  often  for  doorways,  as  in 

tbe  fine  examples  în  King's  Bench  Walk,  tbe  Temple.    The  bricks 

of  tbe  window  heads  are  frequently  eut  into  shapes  above  eacb 

opening,  as  în  tbe  bouse  in  tbe  Fallant,  CMcbester,  in  Essez 

Street,   Strand,   etc.     The  crowning  comice   is   often  of  wood, 

especially  when  it  oomes  immedîately 

uuder  tbe  eaves.    Otherwise  it  is  «^ 

brick  or  stone,  whicbever  matarial  the 

walling  is,  and  above  it  is  generally 

a  parapet.     In  some  buildings  the 

comice  is  not  at  the  top,  but  is  sor- 

monnted  by  an  attio.     This  is  more 

osnal  when  the  wall  is  pilastered  than 

wben  plain.    Tbe  ooe  rich  spot  îs  the 

entrance  doorway.     The  variety  in 

design  of  thèse  in  London  alone  is 

lemarkable.    Tbe  principal  Windows 

always    bave    sashea,  but  it    is    no 

uncommon   ocounence   to    find    tbe 

earlier  solid  mullioned  frame  and  lead 

lights  used  in  servants'   winga,  out- 

buildings,  etc.   Windows,  caaings,  and 

framea    aie    generally    uearly    flnsb 

with  the  outside  face  of  a  wall,  beiug  reoessed  about  an  incb. 

In  1709  an  Act  of  Parliament  was  passed  tbat  no  door  or 

window  frames  were  to  be  set  nearer  to  tbe  outside  face  than 

four  inches.    For  tbe  succeeding  tbirty  years  or  so  the  Act  appears 

to  bave  been  more  bonoured  în  tfae  breach  than  in  the  observance. 
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Becessed  window  fiâmes  generally  dénote  that  a  bouse  belongs  to 
the  second  half  of  the  centurj.  The  intention  was  to  prevent  the 
spread  of  fire.  But  a  walking-stick  is  as  much  a  protection 
against  rain  as  the  Act  was  against  fire,  and  the  restriction  no 
longer  holds  good  in  London  and  some  other  centres.  In  no 
détail  of  a  building  is  the  tendency  towards  littleness,  which  set 
in  about  the  middle  of  the  eighteenth  centurj,  more  marked  than 
in  the  bars  of  sash  Windows.  In  Queen  Anne's  reign  they 
were  an  inch  and  a  half,  in  large  buildings  sometimes  two  inches 
or  more,  wide,  and  they  gradually  got  thinner  and  thinner,  until 
towards  the  end  of  the  oentury  they  are  often  not  more  than  three- 
quarters  of  an  inch  in  width.  The  majority  of  smaller  houses, 
like  the  larger^  bave  no  pilasters,  but  in  not  a  few,  especially  in 
towns,  a  single  pilaster  is  placed  near,  not  on,  each  outside  angle, 
so  that  the  comice  above  it  can  retum  on  the  face  of  the  wall 
without  any  awkwardness  resulting.  Most  of  the  pilasters  are 
straight-sided,  and  excellent  examples  of  the  bricklayers'  skill. 

The  interiors  are  as  pleasant  and  reposeful  as  the  exteriors.  interion. 
Until  about  1750  ail  the  principal  rooms  were  panelled  in  wood 
from  floor  to  the  cornice  against  the  ceiling,  low  panels  below  and 
high  ones  above,  the  two  rows  divided  by  a  chair  rail.  After  that 
time  the  upper  panels  were  frequently  omitted,  and  only  the  lower 
retained  as  a  dado;  or  else  the  walls  were  panelled  with  the 
"  stucco  "  of  the  Adams  and  other  firms.  The  variety  in  design  of 
the  staircases  is  considérable,  but  a  family  likencss  runs  through 
ail.  In  larger  houses  they  are  often  placed  in  the  entrance  hall, 
which  is  frequently  paved  with  large  stone  octagons  and  small 
marble  or  slate  squares.  In  smaller  houses  they  are  more  fre- 
quently at  the  baok. 

Neither  outside  nor  inside  is  there  anything  startling  about 
thèse  smaller  houses.  But  they  are  delightful  to  live  in  ;  their 
proportions  and  détail  are  so  soothing.  They  represent  the  winter 
and  not  the  spring  of  a  great  architectural  movement.  They  may 
not  be  important  works  of  art,  but  they  command  respect;  and 
remind  one  pleasantly  of  the  days  when  sons  addressed  their 
faihers  as  ''  Honoured  Sir,"  when  ladies  curtsied,  and  gentlemen 
knew  how  to  bow. 


CHAPTER  XIV 

THE    NINETEENTH    CENTURY  IN   ENGLAND  : 

A    POSTSCRIPT 

The  eighteenth  century  was  but  half  finished  when  two  movements 
were  set  on  foot  which  were  destined  to  break  np  the  traditions 
which  bad  become  verDacular  in  this  country.  Tbe  first  is  known 
as  the  Greek  revival,  the  second  as  the  Gothic.  Thèse  two  revivais 
would  not  bave  enjoyed  such  success,  if  architectural  style  had 
possessed  a  tithe  of  the  vitality  that  distinguished  it  a  hundred 
years  previously,  and  if  the  time  had  not  been  one  of  gênerai 
unrest.  The  factors  that  caused  the  great  French  Bevolution  of 
the  end  of  the  century  affected  other  than  économie  conditions. 
Men  witnessed  loDg-cherished  ideals  trampled  underfoot,  and 
laws,  they  had  believed  immutable,  overturned  with  the  greatest  of 
ease.  If  architectural  style  had  been  strong  it  might  bave  stood 
firm  amidst  the  gênerai  upheaval.  But  it  had  begun  to  weaken 
before  the  revivais  commenced.  It  was  played  out  ;  and  even  if 
there  had  been  no  revivais  and  no  révolution,  it  could  not  long 
bave  survived.  Fresh  blood  was  imperative  ;  and  the  only  pity  is 
that  men  could  not  agrée  whence  it  should  corne.  The  resuit  of 
the  disagreement  was  that  throughout  the  whole  of  the  nineteenth 
century  architecture  was  in  a  disorganized,  chaotio  condition.  As 
Professer  Donaldson  said,  "  We  are  ail  in  a  state  of  transition  ;  we 
are  wandering  in  a  labyrinth  of  experiments."  Only  in  the  last 
décade  was  there  anything  approaching  an  understanding  as  to  the 
lines  on  which  progress  was  possible  and  right. 
Oreek  The  Greek  revival  may  be  said  to  start  with  the  visit  to  Greece 

revival.      j^   1751   Qf  James  Stuart  and  N.  Eevett     Greece  had  been  a 

sealed  book  for  some  centuries,  and  it  was  only  with  considérable 
difficulty  and  at  some  risk  that  thèse  two  artists  were  able  to  take 
their  measurements  and  make  their  sketches.  They  remained  in  the 
country  fîve  years,  retuming  to  England  in  1755.  In  1762  was 
publisbed  the  first  volume  of  their  ''  Antiquities  of  Athens,"  which 
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to  this  day  remains  a  standard  work.  It  contaiiis  drawings  of  the 
finest  buildings  of  the  most  glorious  period  of  Greek  art.  The 
list  of  subscribers  to  the  volume  shows  how  widespread  was  the 
interest  it  created,  and  includes  the  names  of  the  wealthy  art 
patrons  of  the  day  ;  the  names  of  painters  and  sculptors,  headed  by 
Sir  Joshua  Beynolds  ;  David  Garrick^  the  actor  ;  and^  what  is  of 
more  interest,  the  names  of  builders,  carpenters,  and  others  engaged 
in  the  building  trade.  Additional  impetus  was  given  to  the 
movement  by  the  purchase  from  Lord  Elgin  in  1816  of  much  of 
the  sculpture  from  the  frieze  and  pediment  of  the  Parthenon,  and 
other  marbles,  and  their  shipment  to  England.  Greece  and  her 
colonies  rapidly  supplanted  Italy  and  the  old  £oman  colonies  as 
the  chief  training  ground  for  architects.  Cockerell  spent  many 
years  studying  at  first  hand  ancient  Greek  art  ;  and  many  other 
men  did  likewise.  In  the  mean  time  the  powerful  Dilettanti 
Society  lent  their  aid,  and  provided  funds  for  visits,  explorations, 
and  publications  of  the  results  obtained.  Under  their  auspices  the 
fourth  volume  of  Stuart  and  Bevett's  work  appeared  in  1816,  and 
amongst  other  publications,  for  whichthey  were  partly  responsible, 
are  "The  Antiquities  of  lonia,"  Wilkins'  "  Magna  GrsBcia,"  Penrose's 
valuable  treatise  on  the  Parthenon,  and  Cockerell's  **  MgaiSk  and 
Bassae."  The  last  was  not  published  until  1860,  by  which  time 
the  movement  was  on  the  wane. 

At  the  beginning  of  the  revival  archseologioal  correctness  was  Bmldings 
insisted  upon,  and  attempts  were  made  to  make  buildings  devoted  ^^^ 
to  most  opposite  uses  aU  appear  externally  like  Greek  temples,  revival. 
Most  of  the  examples  are  ''correct,"  but  cold  and  lifeless.  In 
liverpool  there  are  several,  the  majority  being  designed  by 
John  Foster,  City  Surveyor  until  1839,  who  was  fellow  traveller 
with  Cockerell  in  Greece.  In  London,  S.  Paneras  church,  c.  1820, 
with  its  caryatid  porch  and  "  Erechtheum  "  entrance  portico,  is 
notable  as  an  instance  of  clever  copying  of  the  "  letter"  of  Greek 
art.  The  work  of  Cockerell  and  Harvey  Lonsdale  Elmes  comes 
under  an  other  category.  Cockereirs  admiration  for  and  knowledge 
of  antique  Greek  work  were  unsurpassed,  but  he  never  allowed  it  to 
become  his  master.  The  Taylor  Institute  at  Oxford,  the  Bank  of 
England,  Liverpool,  the  Sun  Fire  Office,  Threadneedle  Street,  and  the 
London,  Liverpool  and  Globe  Insurance  Building,  Liverpool,  hâve 
pure  and  beautiful  détail,  but  that  is  not  their  sole  charm.  They 
possess  real  originality  as  well.  Elmes  was  more  Grseco-Eoman  in 
his  taste  ;  in  that  respect  following  Sir  John  Soane,  who,  in  the 
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Bank  of  England,  London,  chose  the  circular  temple  at  Tivoli  as 
his  model.  S.  George's  Hall,  Liverpool,  commenced  in  1838,  is 
the  culminating  triumph  of  the  revival.  Elmes  won  it  in 
compétition  when  only  twenty-three,  and  he  died  at  the  âge  of 
thirty-three,  when  it  was  little  more  than  half  fimshed.  Its 
completion  was  entrusted  to  Gockerell,  who  designed  the  internai 
fittings,  and  also  made  the  original  sketch  for  the  sculpture  in 
the  pediment  over  the  south  portico.  This  was  afterwards  redrawn, 
with  some  slight  altérations,  by  Alfred  Stevens,  the  sculpter,  and 
the  figures  were  carved  by  NichoUs.  For  fine  scale  and  stateUness 
the  building  has  no  equal  in  this  country,  and  probably  none 
abroad.  It  is  Boman  in  its  bigness,  symmetrical  plan,  and  fine 
péristyles.  Only  in  the  interior  did  Elmes  follow  pure  Greek 
models.  The  north  portico  inside  is  a  delightful  design,  with 
Greek  Donc  columns  of  grey  Tallacher  stone.  Other  important 
buildings  of  the  revival,  in  addition  to  those  already  mentioned,  are 
XJniversity  Collège,  London,  by  Wilkins,  with  its  stately  Corinthian 
portico  and  fine  outside  staircase,  the  British  Muséum,  by  Sir 
Bobert  Smirke,  and  the  Boyal  Exchange,  by  Sir  William  Tite,  the 
last  possessing  little  character. 

If  the  Greek  revival  had  stood  alone  there  would  hâve  been 
no  absolute  break  with  tradition.  In  the  early  days  of  the  move- 
ment,  insistence  on  correctness  in  détail  created  a  barrier  between 
arohitects  and  workmen,  and  upset  the  relations  which  had 
previously  prevailed  ;  but  otherwise  existing  traditions  were  but 
little  disturbed.  The  principles  of  architectural  design  remained 
unchanged.  Greek  Donc  or  lonic  porticoes,  with  suitable  mould- 
ings,  supplanted  Boman  Corinthian,  but  that  was  only  an  altération 
in  détail.  In  the  later  buildings  of  the  revival  there  was  genuine 
development.  Cockerell  and  Elmes  lifted  the  movement  out  of 
the  archseological  rut  in  which  it  started.  If  their  efiTorts  had 
been  unopposed,  if  they  had  received  the  undivided  support  of 
their  brethren,  the  confusion  of  the  latter  half  of  the  last  century 
would  hâve  been  avoided,  and  the  threads  of  tradition  hâve 
remained  intact.  In  France,  where  the  revival  was  contemporary 
with  ours,  they  were  not  broken.  In  that  country  merely  a  fresh 
stream  was  turned  into  the  current  and  mingled  with  it  ;  clearing 
the  waters  and  making  them  sparkle.  In  England  the  resuit 
might  hâve  been  equally  good,  but  for  the  counter  factor,  the 
Gothic  revival.  In  France  that  was  weak;  in  England  it 
obtained  the  absolute  mastery  and  overwhelmed  the  other. 
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A  year  or  two  before  the  publication  of  Stuart  and  Bevett's  Gk)thio 
"  Antiquities  of  Athens,"  Horace  Walpole  commenced  his  villa  at  ^^^^• 
Strawberry  Hill,  near  Bichmond,  with  its  tower  and  drawbridge, 
its  cloisters  and  other  affectations  of  medisevalism.  The  détail  of 
Gothic  was  there,  but  the  spirit  was  sadly  lacking.  The  next 
sensation  was  caused  By  the  building,  between  1810  and  1820,  by 
WiUiam  Beckfoid  of  Fonthill  Abbey  "  in  the  Gothic  style,"  In 
1805  John  Britton  commenced  the  issue  of  his  "Architectural 
Antiquities  of  Great  Britain,"  foUowed  by  his  "Cathedral 
Antiquities  of  Eugland."  Both  helped  to  draw  attention  to  the 
old  monuments  in  this  country  which,  it  must  be  admitted,  had 
either  been  shamefully  neglected  or  else  disgracefully  **  restored." 
Next  came  Bickman,  with  his  "  Attempt  to  discriminate  the  styles 
of  architecture  in  England  from  the  Conquest  to  the  Beformation/ 
and  Augustus  Pugin  with  **  Spécimens  of  Grothic  Architecture.' 
The  revival  was  now  established.  The  flame  of  enthusiasm  was 
fanned  by  the  novels  of  Sir  Walter  Scott  and  others  ;  in  fact,  the 
"  Bomantic  "  movement  in  literature  largely  urged  forward  the 
Gothic  movement  in  art.  The  extent  to  which  Mediœvalism 
had  caught  the  popular  fancy  in  the  middle  of  the  century,  was 
made  évident  by  the  famous  toumey  at  Eglinton  Castle  in  1855, 
when  liste  were  erected,  a  Queen  of  Beauty  enthroned,  and  knight 
and  squire  once  more  broke  a  lance  in  Merrie  England. 

So  far  the  two  movements  had  run  concurrently,  not  exactly  «  War  of 
amicably,  but  without  strong  outward  manifestations  of  hostility  g^^^^  ft 
on  either  side.  In  1836,  however,  Augustus  Welby  Pugin,  son  of 
the  above  named,  threw  down  the  gauntlet  with  his  "  Contrasts," 
in  which  he  compared  the  ''  noble  édifices  of  the  Middle  Ages  and 
corresponding  buildings  of  the  présent  day."  "  The  true  principles 
of  Pointed  or  Christian  Architecture,"  also  by  him,  foUowed  a  few 
years  later.  The  "  War  of  the  Styles,"  as  it  was  termed,  was  soon 
in  fuU  swing.  It  is  somewhat  difficult  to  realize  now  with  what 
bittemess  the  war  was  waged.  Much  ink  was  spilt,  and  many 
invectives  hurled  on  both  sides.  Professer  Cockerell  was  captain 
of  the  Classic  camp,  and  Augustus  Welby  Pugin  was  the  leader 
of  the  Goths.  Two  men  more  différent  in  tempérament  it  would 
be  difficult  to  imagine.  Cockerell,  Président  of  the  Institute, 
Professer  of  Architecture  at  the  Academy,  and  Boyal  Academician, 
was  a  man  of  intense  refinement,  exquisite  taste,  and  considérable 
knowledge.  A  courtly  gentleman,  he  was  no  match  in  a  war  of 
words  for  his  fiery,  outspoken  opponent.     Pugin  owed  much  of 
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his  versatility  and  impetuosity  to  his  forbears,  who  were 
French.  He  did  not  mince  his  words.  He  said  the  Classic  men 
were  ''besotted  in  their  mongrel  compositions;"  that  "a  man 
who  paganizes  in  the  Universities  deserves  no  quarter/'  that 
Gockerell's  work  there,  the  Taylor  Institute,  was  an  "  unsightly 
pile/'  and  could  commend  itself  only  to  those  who  approved  the 
gin  palace  "  style  of  design  ;  that  Tite's  fioyal  Exchange  was 
another  stale  dish  of  ill-adapted  classicisms  ;  "  and  that  Sir  Francis 
Chantry's  figure  of  James  Watt  in  Westminster  Abbey  was  **  so 
offensive  in  its  présent  position  that  if  Sir  Francis  did  really  so 
design  it,  he  deserves  to  be  crushed  under  its  great  pedestal,  to 
prevent  him  again  committing  so  great  an  outrage  on  good  taste." 
The  war  of  the  styles  undoubtedly  had  the  effect  of  making  men 
keen,  and  in  a  sensé  was  stimulating.  But  in  other  respects  it  was 
disastrous.  When  men  are  divided,  hopelessly  at  variance,  and 
about  equal  in  strength,  a  see-saw  game  is  in  progress  ;  first  one 
side  is  uppermost,  then  the  other,  and  the  resuit  is  that  advance 
is  impossible. 
Houses  of  The  most  distinguished  example  of  the  Gothic  revival  is  the 
Houses  of  Parliament,  Westminster,  commenced  in  1837,  a  year 
before  its  famous  rival  in  the  other  style,  S.  George's  Hall, 
liverpool.  Thèse  two  contemporary  buildings  are  monuments 
of  the  confusion  in  architectural  ideals  which  prevailed  in  the 
first  half  of  the  last  century.  The  conditions  of  the  compétition 
for  the  Houses  of  Parliament  stated — "  The  style  is  to  be  Gothic 
or  Elizabethan."  Sir  Charles  Barry,  who  was  successful,  waa 
little  in  sympathy  with  the  Greek  movement,  and  yet  certainly 
did  not  belong  to  the  Gothic  camp.  His  préviens  work  had  been 
in  free  Classic.  The  Travellers'  and  Eeform  Clubs  in  Pall  Mail 
are  more  or  less  copies  of  Italian  Benaissanoe  palaces.  But  for  the 
conditions  of  the  compétition  Barry  would  probably  hâve  sub- 
mitted  a  design  more  on  the  lines  of  Inigo  Jones'  WhitehalL  As 
it  is,  the  plan  is  Classic  ;  it  is  the  détail  only  that  is  Gothic  ;  or 
as  Pugin,  who  gave  Barry  valuable  assistance  over  the  latter,  put 
it,  the  building  has  "  Tudor  détails  on  a  Classic  body."  It  is  very 
warmly  clad.  No  other  building,  ancient  or  modem,  has  façades 
so  covered  with  ornament  and  détail. 
Beftora-  The  middle  of  the  century  is  chiefiy  remarkable  for  the  Great 

îî^.^  Exhibition  of  '51,  which  brought  the  manufacturer  to  the  front 
and  drove  the  artist  to  the  wall  ;  and  for  the  commencement  of 
the   "  restoration  "  mania,  which,  supported  by  the  Cambridge 
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Camden  Society  and  the  great  body  of  the  clergy',  swept  the  land 
in  the  sixties   and  seventies.      Sir  Greorge  Gilbert   Scott  was 
the  central  figure.     The  ancient  cathedrals  were  scraped,  re- 
chiselled,  recarved,  refitted,  in  some  cases  almost  rebuilt.    A 
clean  sweep  was  made  of  every thing  that  was  not  Gk)thic,  and  even 
Gothic  itself  was  not  always  sacred.     Windows  which  had  been 
inserted  in  place  of  earlier  ones,  in  order  to  obtain  more  light, 
or  else  to  frame  the  splendeur  of  painted  glass,  were  removed  to 
make  way  for  modem  versions  of  what  might  hâve  been*    Oak 
benches,  screens  and  panelUng  of  crude  but  interesting  design 
by  Elizabethan  and  Jacobean  men,  which  showed  the  churches 
had  not  been  so  neglected  af ter  the  Beformation  as  the  restorers 
tried  to  make  out,  were  condemned  as  unsuitable,  and  disappeared. 
Before  the  restorers  began,  the  history  of  England  was  written  in 
and  about  thèse  old  buildings.    They  were  full  of  memories  of 
the  multitudes  which  had  worshipped  within  their  walls,   and 
of  the  craftsmen  who  had  laboured  to  make  them  beautiful. 
Every  stone  could  tell  a  story.    The  marks  of  the  chisels  of  the 
original  workers  were  to  be  seen  on  carvings  and  mouldings. 
The  carvings  no  doubt  were  mutilated  in  places,  the  mouldings 
broken.    But  they  were  genuine.    The  great  mistake  the  restorers 
made  was  not  to  realize  that  what  one  cannot  exactly  make  out, 
one  cannot  with  certainty  restore;  and  that  when  the  design  is 
clear,  restoration  is  unnecessaiy.    It  is  true  that  in  many  churches 
altérations  and  additions  had  been  made  which,  in  the  agreement 
of  ail,  were  tasteless,  and  not  to  be  endured.    Some  dated  from  the 
beginning  of  the  century,  when  James  Wyatt,  of  "exécrable 
memory,"  as  Pugin  called  him,  was  the  chief  ofiTender.     But  such 
additions  might  hâve  been  removed  without  subjecting  the  build- 
ings to  such  Wholesale  restoration  and  refitting.    When  churches 
were  so  far  dilapidated  as  to  necessitate  almost  rebuilding,  they 
might  surely  hâve  been  allowed  to  remain  as  lûstorical  monu- 
ments, a  little  judicious  attention  preventing  their  total  coUapse. 
Fountains,  Tintem,  Glastonbury,  are  not  less  valuable  to  archi- 
tectural students,  are  not  less  interesting  to  ail  who  care  for 
Gothic  art»  because  they  are  ruins.     On  the  contrary,  they  are 
more  valuable,  more  interesting,  more  beautiful,  than  ninety-nine 
out  of  a  hundred  restored  churches. 

Sir  Gilbert  Scott  first  made  his  mark  by  winning  in  1840  the  Zenith  of 
international  compétition  for  the  church  of  S.  Nicholas,  Hamburg,  ^^**^^*'' 
and  for  the  next  five  and  thirty  years  he  occupied  a  commanding 
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position  in  the  architectural  world.  In  the  time  of  Pogin,  fifteenth- 
century  English  Gothic  was  regarded  as  the  only  style  worthy  of 
imitation.  Scott's  churches  are  mostly  based  on  thirteenth-  and 
fourteenth-centnry  work,  and  the  inspiration  was  not  always 
from  EngUsh  sources.  French  and  Italian  influences,  however, 
are  more  marked  in  the  churches  of  the  brilliant  group  of  men 
comprising  Butterfield,  Burges,  Street,  Bodley,  Pearson,  etc.,  who 
were  partly  his  contemporaries,  partly  his  successors.  Space  does 
not  permit  of  any  attempt  to  treat  of  their  achievements  ;  but 
they,  together  with  Greorge  Gilbert  Scott,  jun.,  son  of  Sir  Gilbert, 
John  Bentley,  John  D.  Sedding,  and  more  than  one  architect  still 
living,  designed  churches  as  beautiful  as  any  built  in  the  Middle 
Ages,  and  full  of  originality.  The  movement  was  at  its  zénith 
about  1880.  It  had  taken  nearly  a  century  to  bmld  up;  the 
archœology  that  marred  the  earlier  work  had  disappeared,  and 
the  movement  had  become  progressive  ;  and  yet  it  coUapsed  with 
startling  suddenness.  Why?  The  probable  reason  is  the  un- 
suitability  df  the  style  for  auything  but  churches.  Street*s 
Law  Courts,  despite  the  care  bestowed  upon  them,  and  the 
excellence  of  portions,  notably  the  principal  enti'ance  and  great 
hall,  showed  conclusively  the  futility  of  attempting  Gothic  for  a 
public  building.  And  there  are  thousands  of  public  and  private 
secular  buildings  now  to  one  church.  To  hâve  retained  Gothic 
for  churches,  and  developed  Classio  for  other  buildings,  would 
hâve  been  to  perpetuate  the  confusion  which  had  harassed 
architecture  throughout  the  century.  Gothic  had  to  go;  not 
because  it  was  less  beautiful,  but  because  it  was  less  adaptable. 
One  may  regret  the  resuit,  but  it  was  inévitable.  The  require- 
ments  of  the  day  must  be  the  first  considération  in  building. 
It  was  by  observing  them  closely  in  the  past  that  architecture 
gained  its  high  position,  and  it  is  only  by  similar  observance 
in  the  présent  and  future  that  the  art  can  once  more  lise 
triumphant. 
*'Qaeen  Whilst  architects  were  fighting  as  to  which  was  the  proper 

Anne."  style  to  use  for  public  buildings  and  churches,  private  houses  were 
left  to  the  builder.  Cromwell  Boad  and  many  squares  in  South 
Kensington  show  the  slough  into  which  domestic  architecture  had 
been  allowed  to  sink.  The  reaction  started  about  1860.  Stucco 
and  Welsh  slate,  which  had  hitherto  reigned  suprême,  were  banned, 
and  red  brick  and  red  tiles  took  their  place.  A  few  years  pre- 
viously  thèse  materials  had  been  used  for  churches  by  Butterfield, 
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Bodley,  Street,  and  Brooks — Scott's  churches  are  of  stone — and 
as  early  as  1842  Hardwick  had  built  the  Library  at  Lincoln'a 
Inn  in  brick  with  atone  dressings.  In  the  sûcties  Bodley  built 
parsonages  at  Pendlebury  and  Scarborough  and  a  group  of  five 
houses  at  Malvern  in  red  brick  with  tiled  roofs.  At  the  same  time 
Nesfield  built  the  Lodge  by  the  Broad  Walk  in  Begent's  Paxk. 
About  1870  Mr.  Norman  Shaw  startled  the  architectural  world  with 
Lowther  Lodge,  Kensington,  and  the  offices  for  Messrs.  Shaw, 
Savill  &  Co.,  Leadenhall  Street,  London,  Barings'  Bank  foUowing 
a  few  years  later  ;  and  Mr.  Philip  Webb  built  Lord  CarUsle's  house, 
Kensington,  and  some  offices  in  Lincoln's  Inn  Fields.  The  new 
style  was  promptly  christened  "Queen  Anne."  It  was  at  once 
fiercely  attacked,  and  as  warmly  defended.  The  scattered  remuants 
of  the  two  camps,  Gothic  and  Classic,  united  in  condemnation. 
But  their  opposition  was  of  no  avail.  AU  over  the  country  houses 
of  red  brick  and  tile  sprang  up  with  picturesque  outlines,  irregular 
plans,  small  leaded  panes  for  Windows — a  reaction  against  plate 
glass — white  paint,  dormers,  barge  boards,  finials,  and  other 
excrescences.  Most  of  the  buildings  were  totally  unlike  the  quiet, 
stately  old  houses  of  the  beginning  of  the  eighteenth  century,  and 
many  were  full  of  affectations,  but  the  idea  underlying  the 
movement  was  sound.  It  led  to  the  revival  of  the  love  for  the 
"  house  beautiful  "  which  was  almost  dead  in  England. 

Glose  on  the  heels  of  the  Queen  Anne  movement  foUowed  a  sketch- 
foreign  invasion.     Greater  facilities  for  travel  had  brought  the  ^^.^ 
Continent  within  reach  of  alL    Architecte  crossed  the  Ghannel,  ture. 
sketch  book  in  hand,  and  in  Normandy  and  Brittany,  along  the 
Loire  and  the  Bhine,  jotted  down  picturesque  "  bits,"  to  be  worked 
in  afterwards  in  their  designs.     The  few  weeks  abroad  and  the 
hurried  sketching,  although  better  than  idleness  at  home,  were  a 
poor  substitute  for  the  ^  grand  tour  "  and  the  serions  study  which 
eighteenth-century  architects  engaged  in.    They  worked  on  big 
lines  ;  studying  buildings  as  a  whole,  and  grasping  the  big  essentials 
of  architecture.    The  sketch-book  men   worked  on  small  lines  ; 
picking  up  trifles  ;  without  time  to  do  more  than  skirmish  round 
a  building.    And  so  planning  on  a  grand  scale,  with  the  surround- 
ings  of  a  building  considered  equally  with  the  building  itself, 
became  almost  a  lost  art  in  England. 

The  art  of  stately  planning  is  now  reviving,  and  a  more  Pieafor 
chastened  version  of  Classic  bas  supplauted  Queen  Anne  and  '"^'y- 
sketch-book  vagaries.     Once  again  attention  is  being  paid  to  the 
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précepte  of  Palladio  and  other  great  Italians  of  the  sixteenth 
centmy,  and  to  the  work  of  Inigo  Jones  and  Wren.  The  tendency 
became  marked  in  the  last  décade  of  the  last  century,  and  aince 
then  has  daily  been  growing  in  volume.    At  first  there  were  fears 
that  this  might  prove  but  another  phase  tbat  would  "fret  its 
hour  upon  the  stage/'  and  then  collapse,  as  other  movements  had 
collapsed.    For  a  short  time  that  seemed  possible.    A  cry  arose 
from   a  few  that  tradition  was  nought;   that  salvation  lay  in 
ignoring  it.    The  advent  of  "  art  nouveau  "  was  a  blessing  in 
disguise;   inasmuch  as  it  showed  how  false  the  cry  was.     Its 
immédiate  resuit  was  to  stifiTen  and  consolidate  the  movement  in 
tbe  exactly  opposite  direction,  and  to  unité  men  who  before  had' 
been  at  variance.   The  buildings  of  the  présent  oentury  throughout 
England  show  in  the  main  a  harmony  of  aim  and  expression  which 
has  been  unknown  in  this  country  for  a  hundred  years.    There  is 
now  no  war  of  the  styles.     Once  again  there  is  agreemént  as  to  the 
main  principles  on  which  design  should  be  based.     And  yet  there 
is  no  stifling  of  originality.      The  work  of  '  to-day  is  far  more 
individualistic  and  original  than  when  one  specified  cut-and-dried 
style  or  another  had  to  be  strictly  foUowed.     In  the  latter  half  of 
the  last  century  changes  were  so  rapid  that  few  men  were  able  to 
remain  long  enough  on  one  tack  to  make  real  headway.    As  soon 
as  they  were  beginning  to  feel  that  they  were  moving,  the  wind 
changed,  and  they  had  to  begin  again  on  another  tack  if  they  did 
not  wish  to  drop  out  of  the  race.    It  is  sincerely  to  be  hoped  that 
we  hâve  donc  with  changes.    Not  that  architecture  should  stand 
still.     It  must  advance  and  develop  ;  but  it  can  only  do  this 
properly  when  there  is  agreemént.    Architecture  prospered  most 
in  the  past  under  a  bond  of  union  and  under  the  inflaence  of 
tradition.     Similar  conditions  are  essential  still,  if  the  real  advance 
of  to-day  is  to  be  strengthened  and  maintained. 
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ÂBAOUB,  upper  (peeudo-dosseret),  22 

Àbbeville— doors  of  S.  Vulfran,  198 

Âbbiate  GrasBo,  oharoh  at,  54-66 

Adam  brothers,  810-812 

Adams,  Maurice  B„  dted,  248  note 

Alberti,   Léon    Battista,    family   and 

career  of ,  26-26  ;  superintendents  of 

his  work,  26»  46;  Palazzo  Bucellai 

by,  8&-89  ;  panelled  pilasten  by,  68  ; 

S.  M.  de*  Miracoli  (Borne)  by,  128  ; 

Greek  cross  plan  churches  by,  124  ; 

S.  Andréa  (Mantna)  by,  129-182  and 

note  ;  S.  Francesco  (Bimini)  by,  100, 

138-189  ;  <«  De  Be  iEdificatoria,"  26- 

26, 106  ;  otherwise  mentioned,  60, 64, 

70 

Aleasi,  Galeazzo,  109, 114-116 

Alfriston,  wood  and  plaster  honse  at, 
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Amadeo,  Gio.  Antonio,  60 

Amati,  124 

Amboise — 

Gastle,  169-170, 172 
Ammanati,  Bartolommeo,  82, 109,  110 
Anderson  qaoted,  97 
Anet,  Gh&tean  d*,  190-191 
Angers — 

Corbel  comices  at,  188 

Hôtel  de  Pincé,  188 
Angerville-BaïUeul  Château,  179-180 
Anne,  Queen  of  Denmark,  271 
Anne  de  Bretagne,  186 
Antwerp^ 

Hôtel  des  Villes  Hanséatiques,  287 

Jesuit  churoh  façade  at,  189 
Apethorpe  Hall,  Northants,  241, 262 
Apses,  121, 126 
Arcading — 

Borghese,  112 

Genoa  University,  116 
Archer,  Thomas,  299,  800 


Arches  {aee  cUso  Vanlts) — 

Four-oentred,  281  note 

lintel  in  combination  with,  94 

Pairs   of   oolmnns,   starting    from, 
99 

Three-oentred,  181 

Window — intrados  and  extrados  not 
oonoentric,  81,  40-41 
Arohitect-olerks  of  works,  44-45 
Arohiteots  of  the  Benaissanoe — 

Italian,  18, 14 

Frenoh,  186 
Arezzo — 
'    S.  Maria  délie  Gflhzie,  27 

Strozzi  Palaoe,  designs  of,  27 
Arles — ^Amphithéâtre,  vaolting  of,  141 

note' 
Amolfo,  16,  81 
Ashbamham  House — staircase  of ,  276- 

276  ;  doorway  of ,  279 
Ashdown  Honse,  Berks,  279,  818,  816  ; 

style  of ,  824-826 
Aston    Hall,    Birmingham — plan   of, 

268;  gallery  of,  264,  269;  staircase 

of,  268 
Astylar  palaces,  character  of ,  80 
Athens — 

Arch  of  Hadrian,  68  note',  66 

Ereohtheom,  28 

Parthenon — destmctioa  of ,  47  note  ; 
sculpture  from,  831 
Attics— 

Différent  treatment  of ,  81 

Drum,  160 

Greenwich  Hospital,  at,  804 

Bome,  not  common  in,  79 

Vault  springing  from,  instances  of, 
180 
Audley  End,  286, 262  ;  foreign  influence 

shown  by,  260 
Ayerlino,  Antonio,  see  Filarete 
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8.  Didier,  169 
Azay-le-rideau  Château — 

Ganopies  at,  180 

Desoription  of,  177, 178 

Façade  of ,  181 

Oratory  of ,  184 

Towers  of ,  179 

Baoon  quoted,  262,  254 

Badgee,  182 

Banner  holders,  87 

Barge-boards,  266 

Barif  window  arobes,  41 

Bariaanns  of  Trani,  4  w)iè  ' 

Barlborough  Hall,  246,  256 

BaroBzi,  Giaoomo,  sm  Vignola 

Barry,  Sir  Oharlee,  384 

Baailioan     arohitectore     in     Italy — 

influence  of,  4  ;  examples  of ,  20 
Baailican    Churohes,    spaoing   in,    22 

Bakewell  Old  HaU,  257-258 

Balleroy  Château,  208,  316 

Bath,  Wood'8  work  at,  809 

Batter,  162 

Beaoonsfield,  Buoks,  house  at,  821 

Beaudouin,  j.,  185 

Beaugency—Hôtel  de  Ville,  172  <mà 

note  ;  comice,  180 
Beauvais  Cathedral,  199 
Beckford,  Wm.,  888 
Benevento,  bronze  doors  at,  4  note  ' 
Bentley,  John,  886 
Bergamasco,  Guglielmo,  64,  96 
Bergamo — 

Cathedral  buttresses,  187 

**  MasterB*  "  work  at,  60 

S.  Maria  Maggiore— CoUeoni  Chapel, 
60 
Beruini,  Giovanni  Lorenzo,  colonnade 

by,  107  ;  Piazza  of  S.  Peter's,  146  ; 

design  for  the  Louvre,  207  and  note  *  ; 

otherwise  mentioned,  69,  109,    112, 

128 
Berthelot,  Gilles,  177 
Blanchi,  P.,  124 
Bianco,  Bartolomeo,  115 
Billard,  192 

Biroh,  G.  H.,  cited,  295  note 
Blackheath— Morden  Collège,  802 


Blashfield,    Meflsrg.,     quoted,    80-81, 

122 
Blenheim — 
Corridors  of ,  817 
Exterior  of ,  806 
Pilasters  at,  826 
Plans  of ,  819 
Blois— 
Château— 
Francis  I.'s  vnng,  comice  of,  180 
Gaston  d'Orléans  vnng,  204-205 
Louis  Xn.'s  vnng,  170,  171-172, 

176  ;  arcading  of ,  181 
Outside  stairoaae,  176 
Château  de  Bury,  175, 179 
Hôtel  d'Alluye,  171,  172;  arches  of, 
181 
Blomfield,  Prof.  B.,  cited,  190,  239  ; 

quoted,  285  note 
Blondel,  J,  F.,  publications   of,  221 
note;    oited,   198    note\   207    and 
note^ 
Bloom  (Bluom,   Bloem),  Hans,  "De 

Quinque  Columnarum  "  by,  240 
Boccaccio,  2,  8 
Bodley,  G.  F.,  886-887 
Bodley,  Sir  T.,  285 
BofErand,  Germahi,  217,  220 
Bohier,  Thomas,  176 
Bologna — 
Âstylar  buildings  common  in,  69 
Building  materials  of ,  60 
Palazzo  Bevilacqua,  60-61 
Palazzo  Davia  (Bargellini)»  116-116 
Palazzo  Elefontussi,  111 
Romanesque  architecture  in,  4  note  * 
S.  Petronio,  6 
Bolsover — 
Castle,  internai  décoration  of,  246- 
247  ;  riding-school,  280  and  note, 
828  ;  long  gallery,  281 
Church,  246,  248 
Bolton  HaU,  ceilings  in,  266 
Books  on  architecture — 
Renaissance — 
English,  286  note,  288 
French,  191, 192,  212,  218 
German,  286  and  note 
Italian,  26-26,  49,  86  noU,  92,  lOi- 
105 
Eighteenth  century,  808 
Borgognone,  60  and  note 
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Boriomini,  Franoesco,  69»  109, 112,126 

Bottioelli,  7 

Boughton  Malherbe,  Kent,  ceiling  at, 

366 
Bourges — Jacques  Gœur's  house,  186 
Boussart,  Simon,  185  cwid  noté  ^ 
Braooio,  lengtli  of ,  16  note  ' 
Braokets — 

Louis  XV.,  218 

Scroll,  189 
Bradlord-on-ÀYon — Duke*8  House,  252, 

259 
Bramante,  —,  training  of ,  54;  two  periods 

of,  54;  oloisters  of  S.  Maria  délia 

Face,  61  ;  in  Bome,  71,  75  ;  Il  Tem- 

pietto,  74  ;    design  for  S.  Peter's, 

Bome,  141-148, 145,  151  ;  pilastered 

façades  by,  79  ;  estimate  of ,  58,  75- 

76  :  otherwise  mentioned,  50,  69,  96, 

122, 128, 125 
Bramshill,  Hauts,  257 
Brécy  Ch&teau,  208-204 
Brescia — 

"  Masters'  "  work  at,  59-60 
.    Municipio,  59 

Palazzo  Martinengo,  116-117 

Prigioni,  59-60 

S.  Maria  de'  MiracoU,  59, 185-186  ; 
dôme  and  roof,  61 
Brick— 

Dôme  of,  120 

English  stone-built  bouses'  chimneys 
of,  268 

Northern  Italy,  preyalence  in,  52 

Palladio's  use  of,  101, 111 

Portiand  stone  in  conjunctiou  with, 
804-805 

Roman  Benaissance,  78 

Kubbed,  828 
Briçonnet,  Cardinal,  171 
Brittany — 

Half-timbered  fronts  in,  227 

Benaissance  work  in,  186-187 
Britton,  John,  888 
Broadstairs,  gables  near,  268 
Brogl,  Sig.  Giacomo,  cited,  84  note 
Bronze-founding  in  Italy,  4  note  ' 
Bronse   rings,    banner  -  holders,   and 

lantems,  87,  88 
Brooks,  J.,  887 
Brunellesohi,    Filippo,   training    and 

éducation  of,  6-9,  14  ;  guilds  of,  11 


note  ^ y  14;  patron  of,  12;  bronze 
panel  by,  14  and  note  *  ;  at  Bome, 
14  ;  construction  of  the  cathedral 
dôme  at  Florence,  16-19,  155- 
160;  S.  Spirito,  20,  22-28;  S. 
Lorenzo,  21-28;  design  for  Palazzo 
Biccardi,  81,  82  ;  for  the  Pitti,  82  ; 
Ohurch  of  the  Angels,  122;  Pazzi 
Ohapel,  124;  fondness  of,  for  con- 
tinuons entablature,  28-24  ;  capitals 
by,  65  ;  death  of,  9  ;  estimate  of,  24, 
25  ;  nature  of  work  of,  5  ;  mentioned, 
4,270 

Buckhurst,  Sussex,  251,  252 

Bullant,  192 

Buoni  family,  64 

Buontalenti,  Bemardo,  84  note,  109, 
112 

Burges,  W.,  886 

Burghley,  285  noU,  237,  241,  252; 
clock  tower  and  quadrangle  of ,  285  ; 
plan  of ,  255  ;  staircase  at,  268 

Burlington,  Earl  of ,  808 

Bury,  Ghftteau  of ,  175, 179 

Butterfield,  W.,  886-887 

Buttresses — 
Internai,  290 
Benaissance  forms  of ,  187 

Buzton — ^the  Grescent,  811 

Byzantine  churches  compared  with 
Glassic,  127 

Byzantine  tradition  and  influence  in 
Italy,  4,  61  . 

Gaen — 
Hôtel  de  Valois  (d'Ecoville),  186 
S.  Pierre,  186,  198 

Gains,  Dr.,  286 

Galvaries,  187 

Galvo,  M.  F.,  105 

Gambridge — 
Gains  Gollege — gateways,  286 
Gamden  Society,  884-885 
Eing's  Gollege — screen,  282 
Pembroke  Gollege  Ghapel,  282 
Trinity  Gollege  Library,  285,  801- 
802 

Gampbell,  Golin,  804,  808,  816,  819 

Ganopies  over  niches,  180 

Gaparrà,  il  (Niccolo  Grosso),  88 

Gapitalfr-- 
Gorinthian,  22 
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Gapitals— oonfimiMl. 

Benaittanoe,  66-66 

SwagB  between,  102 
Oaprarola,  Palasao,  98 
Oaxadossa,  66 
Carliflle — 

Oathedral,  oak  aoreen  in,  284 

Deanery,  249 
Oarnaryon  Castle,  226 
Oarr  of  York,  811,  826 
Garviog,  9U  under  Deooration 
Gastle  Aahby,  266,  278,  274,  276,  278- 

279 
Oastle  Hedingham  Eeep,  226 
Oastle  Howard,  Yorks.,  807,  817--819  ; 

plan  of ,  818 
Oatherine  de*  Medici,  11, 176, 182, 184, 

191, 198 
Gattaneo  dted,  8  note 
Gavendish,  Sir  Gharles,  280  note 
Gayendish,  Sir  Wm.  (Duke  of  New- 

oastle),  248,  280  and  note 
Geilings,  timbered  and  plastered,  266 
Gellini,  Benvenuto,  7,  229 
Ghalluau,  Ghâteau,  178 
Ghambers,  Sir  Wm.,  811 
Ghambiges,  Pierre,  189 
Ghambord,  GhAteau  de — 

Gomice  of ,  180 

Keep  of ,  179 

Pediments  of ,  194 

Plan  of ,  178 

Slate  panelling  of ,  188 

Staircase  of ,  174-176 

Window-heade  of ,  181 
Ghantilly,  Ghâtean  de,  192 
Ghantry,  Sir  Francis,  884 
Gbarles  Ym.,  King  of  France,  169-171 
Gharleval  Gh&teau,  192 
Ghatswortb,  826 
Ghaomont,  Gbftteau  de,  178-179,  184 

note^ 
Ghenonoeaux,    Gb&tean  de — site   and 

dates  of,  176-177;    tiling  in,  184; 

towers  of,  179 
Gbiobester — 

Pàllant,  bouse  in  tbe,  828 

West  Street,  pilasters  of  bouse  in, 
828 
Gbinmeys,  brick,  268 
Gbiswick — Lord  Burlington*B  villa  at, 

809  and  note>\  826 


Gboisyoited,  16  note' 
Gbriat  Gburob,  Hauts,  281 
Gibber,  286 
Gigoli,  Luigi,  112 
Gitta  di'  Sforvinda,  49 
Glassio  cburobes — 

Byzantine  oompared  witb,  127 

Gotbic    compared   witb,    180,    131, 
188,186 
Glaverton  House,  Somerset,  262-263 
Gookerell,  Professer,  881-388 
Golbert,  207 
Goleshill  House,  Berks.,  276;  exterior 

features,  279;  plan,  813-816;  stair- 

case,  826;  style,  824-326 
Golombe,  Micbel,  172 
Golumns — 

Attacbed  pilasters   in   combinaiion 
witb,  91-92 

Banded,  191, 196 

Engaged,  compared  witb    pilasters, 
134 

Fluted  spiral,  96 

Intercolumniation,  124 

Pairs  of ,  arobes  starting  from,  99 

Piers  in  combination  witb,  101  note 

Becessed,  90 

Busticated,  96, 111 

Twisted,  110 
Gomo  Gatbedral,  64  note,  180;  arcbi- 

volt  design  in,  68;  Windows  of,  69 
Gonstantinople — 

Gburob  of  Holy  Apostles,  222 

S.  Sergius  and  Baoobus,  19  note  ' 

S.  Sopbia,  pendentives  in,  161 

S.  Théodore,  121 
Gontractors,  gênerai,  287  note  ' 
Gonway  Gastle,  226 
Gomice — 

Attic  aboyé,  80-81 

Gorbel,  183;  arcbed  oorbel,  172 

Englisb  eigbteenth  oentury,  328 

Frenob  cb&teaux,  of,  180 

Ligbting  difficulties  due  to,  88 
Goqueau,  Jacques,  186 
Gorridors,  curyed,  317-321 
Gorsbam,  Wilts — 

Hall,  264 

Hungerford  free  sohoole  and  almes- 
bouses,  281-283 
Gortona — La  Madonna  del  Galcinaio, 

126, 164 
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Cothelston  Hall,  Someiset,  266 
OonrtyardB  of  (ïenoese  palaces,  115 
CSowdray  Park,  Stusez,  281 
Grane,  Sir  Franois,  816 
Gremona — 

Baptistry  dôme,  160 

Palazzo  Publico,  61 
Gionaca  (Simone  Pollaiaolo),  27,  82, 

86,48 
Grosoombe  charoh,  Devon,  269 
Ouiffagni,  Bemardo,  182  waU 
Cnrtoni,  Domenioo,  114 

d'Allutb,  Baboh,  174 

d'Angelo,  Bacoio,  86,  41 

da  Gortona,  Pietro,  128 

da  Laurana,  Luoiano,  54 

da  Majano,  Benedetta,  27,  28,  82 

daMajano,  GioYanni,  229-280 

da  Majano,  Giuliano,  27 

da  Settignano,  Deeiderio,  25 

da  Vinci,  Leonardo,  8,  50,  171  anà 

note 
Dance,  George  (sen.),  299, 810 
Dance,  George  (jnn.),  810 
Daviler  qnoted,  218 
de  Brosse,  Salamon,  185, 196 
de  Ghavannes,  Pavis,  222  note* 
de  Gotte,  Robert,  218,  217 
de  Gouoy,  Robert,  18 
de  Lespine,  Jean,  188 
De  l'Orme,  Philibert,  career  of,  191  ; 

work  on  the  Tmleries,  198;   men- 

tioned,  177, 185, 188, 189 
de  Luzarches,  Robert,  18 
de'  Medici,  Gatherine,  see  Gatherine 
de'  Medici,  Gosimo,  6, 11,  81,  48 
de'  Medici,  Giovanni  (Léo  X.),  11,  70, 

171 
de'  Medici,  GioUo  (Glement  Vn.),  H 
de'  Medici,  Lorenzo,  11, 12 
de'  Medici,  Piero,  49 
De  Montferrand,  164  note 
de   Montigny,    Grandjean,    cited,    45 

and  note  *,  46  note 
de  Pas  (Paschen),  Henri,  287 
Décoration — 

Architectoral  v.  sculptnred,  826-827 

BiHet  design,  58 

Gandelabra  system  of ,  187 

Garving — 
Keystones,  of,  217,  218 


Décoration — oontinued. 
Garving — contintéed, 
Newels,  of,  268 
North  Italian,  65 
Panelling,  of ,  184 
Golour,  115, 184 
Goloured  marbles,  by,  185 
Gomice,  see  that  headmg 
Figures,  110, 115 

Figures  tuming  into  pilasters,  110 
Florentine  and  North  Italian  use  of 

compared,  64-65 
Fresco  painting,  87 
Frieze,  see  that  heading 
Majolica  plaques,  188 
Marble,  in,  54,  60,  185 
Médaillons  in  frieze,  28 
Panelling — 
Arabesque  inlaying  on,  226 
Garved  and  painted,  184 
Sculptured,  182  note 
Panthéon,  of  the,  222  and  note* 
Plasterwork,  266-268 
Sgraffito,  86-87  and  note 
Shadow  as,  86 
Shields,  87 
Slate,  188 
Stucco,  79,  812 
del  Duca,  Giacomo,  120 
délia  Francesca,  Piero,  54 
délia  Porto,  Giacomo,    69,  109,  189; 
work  of,  on  the  Famese,  82  ;  work 
on  S.  Peter's  (Rome),  146 
délia  Robbia,  Girolamo,  188 
délia  Robbia,  Luoa,  7, 169  and  notes 
délia   Rovere,  Giuliano  (Pope  Julius 

II.),  70 
Denham,  Sir  John,  280,  282,  284 
di  Matteucio,  Gola,  125 
Diane  de  Poitiers,  176, 182, 191 
Dijon — 
Hôtel  de  Vogué,  195-196 
S.  Michel,  199 
DUettonti  Society,  881 
Distemper,  78 
Domee — 
Gentering  of,  158 
Gities,  in,  suitoUlity  of,  289 
Goncave  compartments  of,  19   and 

note^ 
Double,  154  ff. 
Drums  of,  152 
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Dômes — toniMMud, 

Ezamples  of — 
Florence  Cathedral,  155-160 
London— S.  Paul*8, 162-164 
Paris— Les  Invalides,  122, 164-165  ; 
Panthéon,  164, 166-167 

Galleries  in,  158 

Italy,  mediœval  prevalenoe  in,  4 

Large  and   small,  in   combination, 
128,186 

Materials  of ,  152  ;  brick,  120 

Benaissance  preyalence  of,  119 

Shapes  of ,  152  fi, 

Windows  in,  152 
Domesday  Book,  229  w>ie  ' 
Donaldson,  Prof.,  quoted,  880 
Donatello,  doorways  by,  7-8  anà  note  ^  ; 

with  Bronelleschi,    14,  25;   shields 

by,  25,  87  ;  feeling  for  the  beautiful 

in  work  of ,  25  note 
Doors,  bronze,  4  note  * 
Doorways,  Tudor,  281  noie 
Dosio,  Giovanni  Antonio,  112 
Dosserets,  22 
Drawbridges,  249 

du  Cerceau,  Baptiste  Androuet,  196  note 
du  Cerceau,    Jacques  Androuet,   192, 

SQSnote 
du  Cerceau,  Jean,  196 
Durago,  Booco,  115 

Eabton  Nxstok,  826 

Ecouen,  Château  d',  192 

Edinburgh  University,  811-812 

Edward  YL,  King  of  England,  285 

Eglinton  Gastle,  toumey  at,  888 

Elgin  Marbles,  881 

Elisabeth,    Countess   of   Shrewsbury, 

246,  280  note 
Elizabeth,  Duchess  of  Urbino,  50 
Elizabeth,  Queen  of  England,  285,  287 
Elmes,  Harvey  Lonsdale,  881,  882 
England     {for    particular    churcheSf 
hotisee,  tourne,  etc.,  see  their  nomes) — 
Architeot,  early  use  of  term,  288-289 
Country  bouses  after  1640,  812  fi.; 
single  block  plan,  814-816;  three 
block  plan,  816-822 
Country  bouses  of  eighteenth  century 
-ezteriors,  828  il.  ;  Windows,  825  ; 
façades,  826 
Early  planning  in,  249 


England — continued, 
Elizabethan  and  Jaoobean  houses — 

Approaohes  of,  256 

Carving  in,  286 

Ceilings  of ,  271 

Charaoteristios  of ,  257  fi. 

Designers  of ,  287 

Fireplaces  of ,  260-268 

Foreign  influences  in,  traits  show- 
ing,260 

Gardons  of ,  256-257 

Half-timbered,  268-265 

Halls  of,  258-254 

Interiors  of ,  265 

Long  galleries  of ,  254 

Materials  of ,  260-261 

Panelling  in,  256 

Planning  of ,  251  û,  ;  types  of  plan 
254-256 

Staircases  of ,  268 

Stone,  262 
Flemish  work  in,  280 
Gotbic  revival  in,  802  fi. 
Greek  revival  in,  880-882 
Italian  architects  and  craftsmen  in, 

228-280  and  note  ;  exode  of ,  285 
Queen  Anne  style,  886-887 
Benaissance  in — 

Beginning  of ,  228 

Compromise   of   vemacular   style 
with,  258 
Bestoration  mania  in,  885 
Surveyors  in,  connotation  of  term,  289 
Entablature     [see   also   Comice    and 

Frieze) — 
Absence  of ,  from  Byzantine  churches, 

127 
Colnmns,  over,  22-28 
Continuons,  28-24,  68;  broken  and 

unbroken  compared,  100-101 
Ezamples  of — 

Hôtel  de  Beauvais  (Paris),  212 

Libreria  Vecchia  (Venioe),  99 

Palladio*s— Casa  del  Diavolo,  102 
Merging  of  divisions  of ,  23 
Position    of,    in   astylar    buildings, 

80-81 
Slight  projection,  example  of,  103 
Topmost,  projection  of,   89-40  and 

note^ 
Vault  springing  direct  from,  180 
Eugenius  IV.,  Pope,  24 
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Façades,  western,  of  ohorches,  187  ff . 
Fancelll,  Luca,  26  cmd  noie^  45, 60 
Fenestration,  see  Windows 
Fergusson  quoted,  38  wite^,  115  and, 

note*,  U5,  282 
Ferrara,  oounoil  at  (1488),  6 
Fiesole— Badia  arches,  28 
Figeac,  old  hooses  in,  227 
Filarete  (Antonio  Averlino),  70;  career 
of,    48;    relations    with    Lombard 
Masons*  Guild,  51  ;   writings  of,  on 
architecture,  106  ;  "  Trattato,"  49 
Flitoroft,  —,  809 
Florence — 
Apprenticeship  in,  7 
Archbishop's  Palace,  112 
Arti  (gmlds)  of,  11 
Baptistry — 
Bronze  doors  of ,  6, 14  omà  notes 
Dôme  of,  159-160 
Bargello,  bronze  panels  in,  14  note  * 
Brunellescbi's  works  in,  24 
Cathedral— 
Building  of ,  15 
Dôme   of,    6,  119-120,  122,  158; 

construction  of,  16-19, 156-160 
Nave  arches  of ,  22 
Plan  of ,  15 

Singing  gallery  designed  for,  25  note 
Ghurches — 
AngeU,  121, 122 
S.  Annonziata,  45, 128 
S.  Croce— oharacter  of,  4  ;  spacing 

in,  22  ;  pulpit  in,  27 
S.  Lorenzo — 
Dôme  of,  19  noU  \  119 
Int^rior  of,  22 
Lai^ntian  Library,  89-90 
Plan  of,  21 
Sagrestia  Nuova,  89 
Sagrestia  Vecohia.  8  and  note\ 
20  " 

Santa  Maria  Novella,  16, 189 
S.  Spirito— dôme  of ,  19  note  \  119  ; 
plan  and  section  of ,  20 
Foundling  Hospital,  24,  25 
Ghreek  refugees  in,  6 
Loggia  dei  Lanzi,  7,  22 
Neo-platonic  academy  at,  9 
Palaces — 
Later,  111-112 
Plahs  of ,  42-44 


Florence — continued. 
Palaces,  astylar — 

Façades  of,  87 

Bustications  of,  84-86 

Stability  in,  sensé  of,  88 
Palaces,    pilastered,    examples    of, 

88  fi. 
Palazzo  Antellesi,  87 
Palazzo  Antinori,  86,  87 
Palazzo  Bartolini,  86,  41 
Palazzo  Gondi,  walling  of,  85,  86; 

staircase  of ,  44 
Palazzo  Guadagni,  86  ;  sgrafi&to  work 

on,  87  ;  stone  seating  of,  38  ;  win- 

dow  arches  of ,  40-41 
Palazzo  Larderel,  112 
Palazzo  Montalvi,  87,  40  -. 

Palazzo  Nonônito,  112 
Palazzo  Pandolfini,  41-44,  83 
Palazzo  Pitti— 

Gourtyard  façade  of ,  110 

Designer  of,  81 

Drawing  of,  cited,  84  note 

Luxembourg  a  copy  of,  196 

Original  form  of,  82-88 

Plan  of ,  83 

Size  and  proportions  of ,  40 

Windows  of,  83-84;  arches,  40 
Palazzo  Quaratesi  (de  Bast)— 

Designer  of ,  81 

Illustration  of ,  82 

Bustication  of ,  84 

Shields  on,  25,  87 

Windows  of ,  40 
Palazzo  Bioasoli-Zanchini,  40 
Palazzo  Biocardi— 

Additions  to,  82  note 

Brunelleschi's  design  for,  81-82 

Designer  of ,  27 

Plan  of ,  48 

Proportions  of ,  32 

Section  of  upper  storey  of ,  39 

Shield  on,  37 

Stone  seating  of ,  88 

Walling  of,  84,  36 

Windows  of,  112  ;  arches,  40 
Palazzo  Bucellai — 

Design  of ,  88 

Bustication  of,  85,  40 

Size  and  proportions  of ,  40 

Window  arches  of,  41 

mentioned,  27,  37 
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Florenoe — tonlAwiuà, 
PftlAzzo  Strossi — 
Designers  of ,  82 
Lighting  of  npper  storey  of ,  88 
Plan  of,  42,  44 
Bnstioation  of,  85,  86 
Section  of  upper  storey  of ,  89 
Shield  on,  87 

Sise  and  proportions  of,  40 
Stone  seating  of,  88 
Window  arohes  of ,  40 
Palaszo   Stroszino— rustioation    of, 

84  ;  oourtyard  of ,  44 
Palaszo  Uffizi  oourtyard,  112 
Palazso  Uguocioni,  112 
Palaszo    Vecohio---design     of,    81; 

Windows  of ,  40 
Paving  and  building  of ,  81 
Paszi  Ghapel 
Arohes  and  entablatore  in,  28 
Dômes  of ,  19 
Façade  of,  19,  24-25 
Loggia  of,  94 

Plan  of,  124  ;  plan  and  àection,  18 
Windows  in,  152 
Shields  as  décoration  in,  87 
Florentine  Bepnblic — 
Fortifications  of ,  24,  28 
Position  of,  in  tfae  fifteenth  oentnry, 

10,47 
Stone  quarries  of ,  84,  52,  65 
Folembray,  Château,  178 
Folfi,  Mariotto  di  Zanobi,  112 
Fontainebleau,  178, 185, 188-189 
Fontana,  Oarlo,  109 
Fontana,  Domenico,  109, 146 
Fonthill  Abbey,  888 
Poster,  John,  881 
France — 

(/or  'gfyriwuXar  châteaux,  churches, 
tâtons,  etc.,  see  their  nomes) — 
ArcMtects  of ,  185 
Garvers  of,  172-178 
Chftteauz— 
Badges  on,  182 
Ezamples  of,  174-178 
Façades  of ,  180-181 
Intomal  treatment  of,  184 
Material  of,  182-185 
Plans  of ,  178-180 
Gothic  revival  in,  169-170 
Institut  de,  209 


France — continued. 
Modem  architecture  in,  224-225 
Renaissance  in — 
Louis  XIV.  period,  architects  of, 

206 
Louis  XV.  period,  217  ff. 
Originality  of  work  of ,  224 
Bené*s  introduction  of ,  169 
Second  period,  189  ff. 
Start  of  (end  of  fifteenth  oentury), 
171 
Windows  in,  825 
Francis  I.,  Eing  of  France,  192;    in 
Italy,  171  ;  badge  of ,  182  ;  châteaux 
of,  178, 188 
Frieze — 
Caradosso's,  at  Milan,  56 
High-relief  groupe  (Maisons),  206 
Medallions  in,  23 
Plastor,  267 
Windows  in,  88, 99, 103 

Gables — 

Brick  oopings  to,  268 

Elisabethan,  varieties  in,  262-263; 
Kirby  HaU,  242 

Fantastic,  260 

Flemish,  823 

Semidxcular,  61,  64 
Gabriel,  Jacques  Ange,  216,  221 
Gaddi,  Taddeo,  16  note  ^ 
Gaillon,  château  at,  186 
Galilei,  Alessandro,  140 
Galleries  of  London  churches,  294 
GalUenus,  58 
Gtenoa — 

Annunsiata,  185 

Painted  walls  in»  87 

Palaszo  del  Municipio,  115 

Palazzo  Durasse,  115 

S.  Maria  in  Garignano,  114 

Sito  and  palaces  of,  115 

University,  115, 116 

ViUa  Gambioso,  114 
Germany — 

Old  houses  in,  227 

Panelling  in,  265 

Windows  in,  825 
George  I.,  King  of  England,  297 
Ghiberti,  Lorenzo,  4  note\  7;  bronze 

panel  by,   14  and  note*;   Bninel- 

leschi's  coUeague,  17 
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Ghirlandajo,  7,  88 
Giaoondo,  Fra,  148 
QibbonB,  Grinling,  285 
Gibbe,  James,  299,  807-808 
Giorgio,  Francesoo  di,  46 
Giotto,  16  wÀt  > 
Girolamo  di  Fiesole,  172 
Glastonbory — 

Abbot'B  kitoben,  226 

George  Inn,  226 

Titbe-bam,  226 

Tribunal  Honse,  226-227 
Gloucester — ^New  Inn,  226 
Gnoli,  Sig.  Domenioo,  dtià^  71  w>U 
Gosfortb  Hall,  Nortbumberland,  821 
GoBfortb  House,  Yorks,  810 
Goujon,  Jean,  190-191 
Gotch,  J.  A.,  cited,  289  aind  note,  248 

note,  276  noU  \  279 
Gothic  arobitecture — 

England,  in — Wren's,  297;  nine- 
teentb  oentury  revival,  888 

Italy,  in,  1,  4-6 
Gotbio  oburobes  ooinpared  witb  Olassio, 

180, 181, 188, 186 
Great    Gbalfield   Manor  (Wilte),  227, 

250-251 
Greenwiob — 

Exterior  of  bouse  at,  828-824 

Hospital— Cbarles  II. 's  blook,  276, 
278;  Wren's  work  on,  802-804; 
lateri  work,  804;  Versailles  com- 
pared  witb,  298 

Queen's  House,  271,  278,  814 
Gresbam,  Sir  Tbos.  287 
Grosso,  Niccolo  (Oaparrà),  88 
Guimiliau,  Calvary  at,  187 
Guingamp  —  Nôtre    Dame    de    Bon 

Secours,  187 
Gwilt  quoted,  290 

Haddon   Hall,  227,  249;    ballroom, 

254,265 
Halls,  814 

Hamburg— S.  Nicbolas,  885 
Hampton  Court  Palace — 

Great  baU,  canring  in,  280  note 

Pilasters  of ,  828 

Wolsey's  portion  of,  280 

Wren's  work  on,  804-605;   limita- 
tions imposed  on,  801 
Hardwick,  —,  887 


Hardwick  Hall,  Derbysbire — 

Arabesque  inlaying  in,  266 

Forecourt  of ,  256 

Gallery  of ,  254 

Marble  décoration  in,  248 

Plan  of ,  255-256 

Plasterwork  in,  267-268 

Stairoase  at,  268 

mentioned,  246 
Harewood  House,  Yorks,  811,  826 
Harfleur  Obâteau  façade,  195 
Harrison  quoted,  287 
Hatfield,  254 

Hatton,  Sir  Gbristopber,  241 
Haveus  (Heave),  Théodore,  286 
Hawksmoor,  Nicbolas,  originaUty  of, 

298-299;  relations  witb  Vanbrugb, 

806  ;  work  at  Oxford,  807 
Heindrickx  (Henrick),  287 
Hengrave  Hall,  SufEolk,  281-282 
Henri  IL,  Eing  of  France,  175-176, 

182, 189 
Henri  IV.,  Eing  of  France,  189 
Henry  VIII.,  King  of  England,  228, 

232-288,  285 
Henry,  Prince  of  Wales,  271 
Hever  Gastle,  226 
Higbam  Ferrars,  Nortbants,  bouse  at, 

261 
Holbein,  Hans,  280 
Holinsbed's    Gbronicles   quoted,    237 

and  note  ^ 
Holkbam  Hall,  Norfolk,  819-820 
Holland,  Windows  in,  825 
Holte,  Tbomas,  248 
Hougbton  Hall,  Norfolk,  806,  819 
Hubscb  cited,  222  note  ^ 
Hurstmonceaux   Gastle,    Sussex,   227, 

249 

Igbtham  Moat  Houbb,  Kent,  249 
île  de  France,  cb&teaux  in,  188 
Institut  de  France,  209 
Il  Bosso,  189 
Isabella  d'  Este,  50 

Italy  {for  particular  distriete,  tourne, 
chwrchee,  etc.,  eee  their  names) — 

Bottega  training  in,  6-9 

Byzantine  and  Basilican  traditions 
in,  4 

Ganrers  of,  172 

Gircular  plan  oburcbes  in,  128-124 
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Italy-Hxm^ttéd. 
Exteriore  of  oharches  in,  186-187 
Gothio  architecture  in,  1,  4-6;  dé- 
cline of ,  50-61 
Grecian  cuit  in,  6 
Greek  cross  plan  chtirches  in,  124- 

127andfiot0 
Jeeuit  ohurches  in,  118, 128, 189 
Leading  powers  in,  before  Renais- 
sance, 10 
Materials  in,  difieiing  with  locality, 

62 
North,  Boman  remains  in,  62 
Octagonal  churches  in,  122-128,  128 
Position  of ,  in  fifteenth  centory,  2 
Benaiasance  in — 

Indiyidual,  importance  of,  18,  76, 
109 

Influences  afïecting,  6 

Literary,  2-4 

Nature  of,  1, 4 

Painting,  independent  position  of, 
9  and  note  ^ 

Réaction  after,  106-107 

Spread  of ,  49-60 

Start  of — in  Milan,  48  ;  in  Florence, 
62 

Suitability  of  buildings  of ,  29 
Seventeenth  and  eighteenth  century 

buildings  in,  106  ff. 
Square  plan  churches  in,  120-122 

Jaubs  I.,  Eing  of  England,  270-271 

James,  John,  299,  800 

John  of  Padua,  284 

Jombert,  Charles  Antoine,  221  w>U 

Jones,  Inigo,  early  life  of,  270-271; 
unique  position  of ,  270  ;  Banqueting 
HaU,  WhitehaU,  271-272,  274,  276- 
278;  work  during  1620-1642,  274- 
276;  Lincoln's  Inn  Ghapel,  276; 
Goleshill,  818;  Stoke  Park,  817; 
ezteriors  by,  828  ;  Windows  by,  826  ; 
original  touches  by,  278  ;  retirement 
of ,  280  ;  otherwlse  mentioned,  68,  98, 
289,  248,  806 

Joyner,  Michael,  280  W}it 

Julius  II.,  Pope  (Giuliano  deUa  Rovere), 
70, 141 

Kedlbston  Hall,  Derbyshire,  810- 
812  ;  plan  of ,  820-321 


Kent,  William,    299-800;  works    by^ 

808-809,  819 
Keystones,  projecting  carved,  99  wÀt 
Kew  Palace,  828 

Kinnersley  Gastle,  Herefordshire,  263 
Kirby  Hall,  Northants— 

Avenue  of ,  266 

Ghimneys  of ,  278 

Description  of,  241-242 

Entrance  of ,  266, 278 

Exterior  of ,  242-248,  246 

Foreign  influences  ^own  by,  260 

Gables  of,  248,  260, 823 

Gallery  of ,  264 

Gardons  of ,  267 

Plan  of ,  261-262  ;  blook  plan,  267 

Quadrangle  of,  241,  328  note 

Rustication  of ,  278 

Windows  of ,  278,  825 

otherwise  mentioned,  289, 274,  276 
Knowle  House,  Kent — 

Gourtyard  of ,  265 

Fireplaces  in,  266 

Gallery  of ,  264 

Surveyor  of ,  241 

La  Madokna  di  Santo  Biagio  fuobi 
MoiiTBPniiOiAiro,  124-125, 164 

La  Muette  Oh&teau,  178 

La  BocheUe— Hôtel  de  Ville,  196 

Lacock  Abbey,  280,  232,  234 

Lance,  Adolf,  dUà^  185  wÀt  ' 

Lannion — housee  in  La  Place,  184 

Lantems — 
Bronze,  88 
Lighting  by,  162 

Lassurance,  Gailleteau,  218,  217 

Lassurance,  Jean,  217 

Laud,  Archbishop,  268,  281 

Laurana,  Francesco,  169 

Lavenham  Guildhall,  226 

Layer  Marney  Towers,  Essex,  282-288 

le  Breton,  Gilles,  188-189 

Le  Mans  Oathedral,  tomb  in,  169 

Le  Nôtre,  216 

Le  Pautre,  Antoine,  206,  210 

Le  Pautre,  Jean,  212 

Leduc,  206 

Leeds— S.  John  the  Evangelist,  268 

Lemercier,  Jacques,  oareer  and  works 
of ,  200-201  ;  Val-da-GrAce,  906  ;  pilas- 
ter  treatment  by,  328  ;  pay  of ,  185 
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Lemuet,  206 
>   Léo  X.,  Pope,  11,  70,  171 
'^     Lesoot,  Pierre,  186, 189-191 
Letarouilly  c%iedy  79 
Levau  (LeVean),  Louis,  206,  214  ;  work 
on  the  Louvre,  207-208;   Yaux-le- 
Vicomte  Gbftteau,  209 
Lighting      of      ohurches      (see     dlao 
Windows) — 
GlasBic  architecture,  in,  186 
Lanterna,  by,  162 

Les   Invalides  and    Le    Panthéon 
dômes,  164, 167 
Lighting  of  upper  storeys,  88  (ne  àUo 

Windows) 
Lillord  HaU,  Northants,  262 
Lincoln^"  Jew's  "  house,  226 
Lintels — 
Arches  in  oombination  with,  94 
Pairs  of  oolumns  joined  by,  100 
Little  Wenham  HaU,  Essez,  226,  249 
Liverpool — 
Bank  of  Englond,  881 
Ezchange  (Town  Hall),  809-810 
London,  Liverpool  and  Globe  Insur- 
ance Building,  881 
St.  George*s  Hall,  882 
Loches — 
Hôtel  de  Ville,  architect  of ,  186 
La  Chancellerie,  177 
Lodovico,  Duke  of  Milan,  64 
Loggie,  84 

Loire  district,  châteaux,  etc.,  of,  176  ff. 
Lombardi  (Solari),  Martine,  64 
Lombardi,  Santo,  64 
Lombardi  family,  62,  96 
Lombarde,  Moro,  62,  64 
Lombarde,  Pietro,  61,  62,  64, 102 
Lombardy,  Romanesque  buildings  in, 

40  note  ^ 
London — 
Âdelphi,  812 

Admiralty,  Whltehall,  812 
Alfred  Place,  810 
Bank  of  England,  882 
Baring's  Bank,  887 
British  Muséum,  882 
Brydon's      building,       Parliament 

Street,  274  note  ^ 
Burlington  House,  PiccadiUy,  806- 

809 
Gharterhouse,  268 


London — oontiinued. 
Ghelsea  Hospital,  802 
Ghiswick,  Burlington's  villa  at,  809 

and  noU  \  826 
GhrisVs  Hospital— pilasters  of,  802, 

828  ;  rubbed  bricks  in,  828 
Ghurches — 
Ghapel  Boyal,  St.  James*s,  280 
Ghrist  Ghurch,  Newgate,  296-297 
Ghrist  Ghurch,  Spitalfields,  298- 

299 
Gity  churches,  rebuilding  of  (1667), 
292  ff  ;  interiors,  294  ;  ezteriors, 
296  ;  towers  and  spires,  296-297 
Lincoln*s  Inn  Ghapel,  276 
S.  Antholin,  298,  296 
S.  Benêt  Fink,  298,  296 
S.  Bride,  Fleet   Street,  298-294; 

spire,  296-297 
S.  Dunstan  in  the  East,  297 
S.  George,  Bloomsbury,  298-299 
S.  George,  Hanover  Square,  299 
S.  James,  GarUc  Hill,  298-294,  296 
S.  James,  PiccadiUy,  294 
S.  John,  Westminster,  299 
S.  Léonard,  Shoreditch,  299 
S.  Magnus,  London  Bridge,  296 
S.  Margaret  Pattens,  297 
S.  Martin-in-the-Fields,  299 
S.  Martin,  Ludgate  HiU,  298,  296  ; 

spire,  297  and  note 
S.  Mary  Aldermary,  297 
S.  Mary  at  HiU,  298,  294,  296 
S.  Mary-le-Bow,  Gheapside,  296- 

297 
S.  Mary-le-8trand,  299 
S.    Mary     Woolnoth,     Lombard 

Street,  29&-299 
S.  Michael,  GomhiU,  297 
S.  Paneras,  881 

S.  Paul,  Govent  Garden,  274,  299 
8.  Paul's  Gathedral,  see  that  head- 

ing 
S.  Swithin,  Gannon  Street,  296 
8.  Stephen,  Walbrook,  298, 296, 296 
Westminster  Abbey,  229 
Golour  effects  in,  68  note  ^ 
Govent  Garden,  274 
GromweU  Boad  houses,  886 
Ely  House,  Dover  Street,  810 
Ely  Place,  Holbom,  811 
Essex  Street,  Strand,  window  in,  828 
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London — canJiMWêà. 
Finsbory  Square,  810 
Fin  of,  284 
Fitzroy  Square,  812 
Great  Qoeen  Streefc,  bonae  in,  380 
Groerenor    Square— Loid     Derby'e 

bouse,  812,  818 
Horse  Guards,  809 
Kensington — 
Broad  Walk,  lodge  in,  887 
Holland  Houae,  241 
Lord  Oarlisle'8  bouse,  887 
Lowtber  Lodge,  387 
Palace,  802 
Law  Courte,  886 
Linooln's  Inn — 
Obapel,  276 

Gateway,  panels  of,  280 
Linooln's  Inn  f^elds — 
Pilaster  design  in,  828 
Soane*s  Muséum,  240 
West  side  bouses,  271,  278 
Mansion  House,  810 
Marlborougb  House,  PaU  Mail,  805 

328 
Newgate,  810  omd  note  ^ 
Royal  Ezcbange  (old),  287 
Royal  Ezcbange  (présent),  822,  884 
S.  Bartbolomew*B  Hospital,  307 
Somerset  House,  811 
Somerset  House  (old),  284 

Sun  Pire  Office,  Threadneedle  Street 
881 

Temple— 

King's  Benob  Walk,  828 

Wren's  entrance  to,  802 
Temple  Bar  (1671),  802 
Treasury,  Wbiteball,  809 
University  OoUege,  164  note,  332 
Westminster — 

Âbbey,  see  Westminster  Abbey 

Dormitory,  305 

Houses  of  Parliament,  334 
WbitebaU— 

Banqueting    Hall,   271-272,    274, 

276-278 
Gateway  to,  230 

Wren*8  8obeme  for  rebuilding  of  284- 
285 

York  Water  Gâte,  276,  278 
Longford  Oastle,  256 
Longbena,  Baldassare,  109, 127-128 


Longbi,  Martine,  112 

liongleat,  WUts.,  234,  260 

Louis  XI.,  King  of  France,  168-169 

Louis  Xn.,  King  of  France,  170, 171 

Louis  Xm ,  King  of  France,  192,  206 

Louvre,  Paris — 

Banded  oolumns  and   pil^tflrw   of 

191 
Gourtyard  of,  enlarged,  206 
Earliest  portions  of,  192-198 
East  façade  of,  207-206 
Lemeroier's  work  on,  200 
Lescot  arcbitect  of,  189-191 
Plan  sbowing  datée  of ,  198 
Tuileries  connected  witb,  208-909 
Lugano,  capitale  in,  65 
Luton  Park  House,  Bedford,  312 
Lyyeden  New  Building,  Nortbanta,  244 

Madbeno,  Oablo,  69, 109, 112, 146 
Madrid,  Gbftteau  de,  173, 188,  283-284  ; 
towers,  179 

Maisons-sur-Seîne    GbAteau,    205-206 

andnote^ 
Malatesta,      Sigismondo,      Duke     of 

Rimini,  138 
Mansard    (Mansart),    François,    200; 

Works  by,  203  ff.  ;  pilaeter  treatment 

by,  323 

Mansard,    Jules   Hardouîn,    213    ff.  ; 

Wren  compared  witb,  298 
Mantegna,  Andréa,  54 
Mantua — 
Ducal  Palace,  110 
Palazzo  del  Tè,  109 
Palazso  Giustisia,  109-110 
S.  Andréa — 
Description,  plan,  and  section  of, 

129-132  and  note 
Façade  of ,  138 

Fancelli's  work  on,  26  note,  45 
Ligbting  of ,  136 
Panelled  pilasters  at,  63 
West  front  of,  30 
S.  Sebastiano,  124, 188 
Marble— 
Central  Italy,  prevalence  in,  62 
Décorative  use  of ,  54,  60,  135 
Yenetian  use  of ,  65 
Marie  de'  Medioi,  196 
Mariette,  221  and  note 
Marlborougb,  Ducbess  of,  807 
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Mamey,  Lord  (1528),  382 

Marot,  Jean,  201,   206  ;  <<  Le    Grand 

Marot  "  oited,  205  noU,  212 
Marseillea  Gathedral,  169  and  note* 
Marsh,  —,  280i 
Martock,  Gothio  work  at,  282 
Mary  Tndor,  Qneen  of  England,  285 
Masfiimo,  Angelo,  77,  85,  86 
Massimo,  Pietro,  77,  85 
Masters  of  Building  Goilds,  work  by, 

59-60,64 
Mazstoke  Castle,  226 
Mazarin,  207 
Mazzoni,  Giulio,  79 
Medioi  family,  11  ;  mausoleum  of,  89 

{see  also  de*  Medioi) 
Mereworth,  Kent,  806 
Mezzanine,  77,  79 
\  Michael   Angelo,    birthplace   of,    69; 
oareer  of ,  88-89  ;  Famese  complefced 
by,  82  ;  Lanreniian  Library,  89-90  ; 
buildings   on   ihe    Capitol,   91-94; 
Palladio  influenoed  by,  99;  designs 
for  S.  Peter's,  ^idi^Llafiade,  1^; 
dôme,  160  :  estimate  of  architeotural 
work  of ,  89-90  ;  otherwise  mentioned, 
7,  8, 112, 122, 188 
Miohdozzi,  Michelozzo,  patron  of ,  12  ; 
Works  of,   27;  design   for   Palazzo 
Biocardi,    82;    at   Yenioe,   48;    at 
Milan,  50 
Middleton  oited,  16  note  * 
Milan— 
Gatbedral — 
da  Vinoi's  work  for,  50  note  i 
Filarete*s  work  on,  49 
Benaissanoe  ideas  in,  50-51 
Gspedale  Maggiore,  48-49 
Palazzo  Marine,  114-115;  entabla- 

tures,  28 
Benaissanoe  beginning  at,  48-50 
S.  Ambrogio,  51 
S.  Garlo  Borromeo,  124 
S.  Eustorgio — Capella  Portinari,  50 
S.   Lorenzo,   4;    altérations   in,  75 
note  ;  plan  of ,  compared  with  that 
of  S.  Peter's,  148  and  note 
S.  Maria  deUe  Grazie— 
Gandelabra  pilasters  of ,  54 
da  Vinoi's  work  at,  50 
Plan  of  east  end,  57 
Seotion  of  east  end,  58 


Milan — eontinued. 

S.  Maria  délia  Grazie— ^oofiiîfifMd. 
mentioned,  122 

S.  Maria  presse  S.  Satire,  54-56 

S.  Satire,  121  noté;  dôme,  19  note  > 

Via  degli  Omenoni,  décorations  in, 
110 
Milan,  Duohy  of — 

Apprentioeship  in,  51 

Building  materials  of ,  52 

Masons'  guild  of ,  51 

Territory  of,  47 
Moats,  249 

Models  by  Florentine  architeots,  44 
Modes,  W.,  oited,  48  note 
Montecavallo,  Antonio,  71  note 
Montaonte,  Somerset — 

Gables  of ,  262 

Gallery  of ,  254 

Garden  of ,  257 
Montepuloiano— La  Madonna  di  Santo 

Biagio,  124-125, 154 
Moore,  0.  H.,  quoted,  19  note  ' 
Moreton  Old  Hall,  Cheshire,  266 
Morlaix,  115  noU  ^ 
Morris,  Bobert«  809 
Motmtford,  Mr.,  oited,  810  note  ^ 
Moyns  HaU,  Sufiolk,  268,  264 

Nanot,  221 

Nantes  Gathedxal,  tomb  in,  172 

Naples — 

Alfonso's  Arohway,  27 

Porta  Gapuana,  27 

S.  Annunziata,  188 
Napoléon  I,  208 
Narthez  in  Benaissanoe  ohorohes,  188; 

S.  Peter's,  140 
Naves,  128 

Newoastle— S.  Nioholas,  297 
Nesfield,  —,  887 
Newton  House,  near  Yeovil,  264 
Nioholas  Y.,  Pope,  27,  70, 141 
NiohoUs,  —,  882 
Nimes — 

Baths  of  Diana,  68  note^*  141  note  * 

Maison  Carrée,  68,  223-224 

Pont  du  Gard  near,  141  note  ' 
Nonesuoh  Palaoe,  near  Cheam,  282-288 
Northampton— Ail  Saints,  295, 299 
Nottingham  Castle,  248 
Noyon  Cathedral,  212 
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OcKWSLLS,  Berks.,  227,  250-251 
OUvieri,  P.,  128 
Oroagna,  5,  7 
Orléans — 

Agnes  Sorel's  honse  at,  181  and  note 

Hôtel  de  Ville  (original),  171,  172  ; 
comice,  180 
Omament,  tee  Décoration 
Orvieto  Cathedral,  6 
Oflsuaries,  187-188 
Ottoman  empire,  rise  of,  47 
Oundle,  Northants— Talbot  Inn,  261 
Oxborough  Hall,  Norfolk,  255 
Oxford— 

AU  SoulB*  Collège,  807 

Christ  Ghoroh  Collège,  281 

Clarendon  Press  btuldings,  907 

Queen*8  Collège,  807 

Baddifie  Library,  807^808 

S.  John's  Collège,  Laud's  additions 
to,  281 

Schools,  tower  of,  285-286 

Sheldonian  Théâtre,  282 

Taylor  Institute,  381 

Padua,  Squarcione's  school  for  painters 

at,  9 
Paine,  James,  810,  812 
Palermo  Cathedral,  152 
Palladio,  Andréa,  career  of ,  99  ;  Basilica 
at  Vioenza,  99-101  and  note  ;  Palazzo 
Thiene,  102,  108, 111;  U  Bedentore 
(Venice),  129,  188,  189;  S.  Giorgio 
Maggiore,  128,  188-139;  comparison 
of,  with   Sansovino,  99-100;    Inlgo 
Jones'    stady   of,    276   and   nota*; 
quoted,  175  ;  mentioned,  61,  69, 96 
Palustre,  Léon,  cited,  170-178, 188, 189, 

192 
Papworth,  Wyatt,  qaoted,  287  note^, 

316-817  ;  cited,  246  noU  ^ 
Paris — 
Churches — 
La  Madeleine,  228-224  and  note 
S.  Etienne  du  Mont,  198 
S.  Enstache,  196 
S.  Paul  and  S.  Louis,  189 
S.  Boch,  180,  201 
S.  Sulpice,  224 
Sorbonne,  200-201 
Val  de  Grftce— buttresses  of,  187, 
206;  bracketsof,  139;  dôme  of,155 


Paris — coniinued. 
Ecole  des  Beaux  Arts,  186, 191 
Entranoe  gateways  in,  218 
Hôtel  Amelot  (1,  Rue  S.  Dominique), 

219-220 
Hôtel  Carnavalet,  189,  217 
Hôtel  de  Beauvais,  210-212 
I      Hôtel  de  Sully,  196 

Hôtel  des  Invalides,  dôme  of,  122, 

164-165,  218 
Hôtel  Lambert,  209-210 
Hôtels,  eighteenth  century,  220  and 

note 
Louvre,  eee  thaï  heading 
Luxembourg,  Palais  du,  196-197 
Map  of  (1800),  220  noU 
Palais  Bourbon,  213 
Palais  Royal  (Cardinal),  200 
Panthéon  (S.  Geneviève) — dôme  of, 
154,  164,  166-167  ;  plan  and  sec. 
Uon  of ,  222-223 
Place  de  la  Concorde,  221 
Place  des  Victoires,  213 
Place  Vendôme,  213-214 
Tuileries — 
Columns   and   pilasters   of,  191  ; 
early     portions     of,    193-194  ; 
Louvre  conneoted  with,  208-209 
Park  House,  Oswestry,  265 
Parma — Madonna  délia  Steccata,  121 
Paul  m.,  Pope,  80 
Pavia — 
Certosa,  64  note;   façade,  60,  127; 

doisters,  180 
**  Masters'  "  work  at,  59 
S.  Michèle,'  51 
Pavillon,  180 
Peacham,  quoted,  239 
Pearson,  —,  336 
Pedimente,  804,  805,  326 
Peel  towers,  249 
Pendentives,  151 
Penshurst  Place,  226 
Perrault,  Charles,  208 
Perrault,  Claude,  206-206 
Perspective — 
Chancel  painted  in,  54 
(Hrdens  painted  in,  77 
Panels,  64' 

Renaissance  painting,  in,  8, 9  note  ' 
S.  Maria  délia  Sainte,  of ,  128 
Peruzzi,    Baldassare,   career    of,   84; 
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frieze  Windows  adopted  by,  88  :  work 
on  Villa  Farneeina,  84;  Pala£zo 
Pietio  Massimi,  8&-88;  plans  for  S. 
Peter's  (Rome),  141-148;  estimate 
of,  86;  mentioned,  69,  79,  96,  111, 

lia 

Petraroh,  2,  8,  6 
Piacenza — 

Oathedral  dôme,  154-155 

Palazzo  Communale,  51 

Palazao  Faraese,  78-80 
Piensa — 

Palazzo  Piocolomini,  39  anà    note, 
110 

Bossellino's  work  at,  27 
Piers — 

Classic  and  Gothic  churohea   com- 
pared  as  to,  188 

Golumns  in  combination  with,  101 
note 

Few  17.  many,  184 
Pilastered  fronts,  examples  of ,  88  tt, 
Pilasters — 

Angles,  at,  56  and  note  *  ;  near  outside 
angles,  829 

Banded,  191, 195 

Golumns  in  combination  with,  91-92 

Engagea   columns   oompared  with, 
184 

French  type  of,  214,  828 

Pairs,  grouping  in,  71-72 

Panelling  of,  56,  68  and  note  ',  181  ; 
in  slate,  188 

Pilasters  on,  91 

Beoessed  behind  window  frames,  177 

RusticaUon  of ,  110-111 

Two  storeys,  carried   through,  188, 
828 
Pilon,  Germain,  191 
PinteUi,  Bacoio,  128 
Piranesi  cUed,  159  note 


Byzantine  influence  in,  4 

Cathedral  dôme,  4 

S.  Maria  délia  Spina,  5  note 
Pisano,  Andréa,  5, 14  fiote  ^ 
Pisano,  Giovanni,  5  note 
Pisano,  Niccola,  8,  5 
Pistoja-Madonna  dell'  UmUta,  122 
Plus  n.,  Pope,  27,  45, 70 
Pius  V.,  Pope,  146 
Plasterwork,  266-268 

VOL.  m. 


Plougastel-Daoulas,  Galyary  at,  187 
Pollaiuolo,  Simone,  see  Gronaca 
Poole,  Dorset,  oomice  of  house  at,  828 
Porticoes,  140,  295,  299,  807,  826-827 
Prato— S.  Maria  délie  Garoeri,  19  note  \ 

124-125 
Primatiooio,  188, 189 
Prier  Park,  Bath,  809,  326 
Pugin,   Augustns  Welby,  883;   cited, 

310-811  and  note 

QuoiMB,  203 

Bainaldi,  Garlo,  109, 126,  128,  139 
Rainaldi,  Ghrolamo,  69, 109, 126 
Baphael — Palazzo  Pandolfini  designed 

by,   42  ;    oartoon    by,    110    note  ^  ; 

influence  of,  95;  plan  of  S.  Peter's 

(Rome),  143  ;  mentioned,  69, 96, 105 
Baschdorfl,  J.  G.,  oited,  111  and  note, 

112 
Bavello,  bronze  doors  at,  4  note  * 
Bavenna— S.  Vitale,  4, 19,  119, 128 
Baynham  HaU,  Norfolk,  274,  278,  814, 

315  ;  gables,  328 
Becords  Office  Muséum,  229  note  * 
Bené  I.,  King,  169 
Benishaw  Hall,  Derbyshire,  254 
Bevett,  K.,  880-881 
Beynolds,  Sir  Joshua,  qtuited,  806 
Riocio  (Bizo),  Antonio,  68,  96 
Bichelieu,  Gard.,  192,  206;  town  of, 

201-208 
Bickman,  T.,  888 
Bimini — 

Alberti*s  work  at,  26 

Boman  aroh  at,  52 

S.  Franoesoo— entablature  of,  100; 
side  ohapels  of,  182:  ezterior  of, 
187-188 
Bipley,  —,  304 
Boohester  keep,  226 
Bodari,  Tommaso,  59 
Boman  architecture,  entablature  un- 

broken  in,  24 
Bomanesque    architecture    in    Italy, 

traditions  and  influence  of,  4  note  ', 

19 
Bomanesque  buildings  in  Lombardy, 

éOnote^ 
Bomanesque   churchee,    51;    window 

arches  of ,  41 

2  A 
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Ronuuio,  Giulio,.69, 109-110 
Borne — 

Aqueduct  of  Claudins,  83  wie 

Arch  of  Titiia,  42,  99  wyU 

Art  centre   at  (sixteenth    century), 

68-^9 
Astylar  buildings  oommon  in,  69 
Basilica  of  Gonstantine,  22, 137 
Bathfl  of  Garacalla,  137 
Bathfl  of  Diocletian,  22, 137 
Baths  of  Gallienns,  159  atnd  noU 
Capitol,  Michael  Angelo's  buildings 

on  the,  91-94 
Casa  di  Bramante,  73 
Churches — 

Gesù,  139  ;  section  of  dôme,  158 

S.  Agnese,  126-7  and  note 

S.  Andreadella  VaUe,  128-9, 137, 189 

S.  Costanza,  22 

S.  Giovanni  de*  Piorentini,  96 

S.  Giovanni  in  Laterano,  140 

S.  Ignazio,  128-30 

S.  Lorenzo  fuori  le  Mura,  3  note. 

S.  Maria  de*  Miracoli— plan  of ,  123  ; 
drum  and  dôme  of ,  123-4,  162  ; 
portico  of,  140 

S.  Maria  del  Popolo,  188 

S.  Maria  délia  Paoe— cloisters  of, 
61,  74  ;  plan  of,  75, 123 

S.  Maria  di  Loreto,  120 

S.  Maria  di  Monte  Santo,  128, 124  ; 
portico,  140 

S.  Maria  in  CampiteUi,  139-140 

S.  Maria  in  Trastevere,  22 

S.  Maria  Maggiore,  21 

S.  Paolo  fuori  le  Mura,  22  noU 

S.  Peter's.    See  that  heading 

S.  Pietro  in  Montorio— Il  Tempi- 
etto,  94 
Golosseum — 

Entablature  of,  24,  39-40 

Influence  of,  on  northem  façades, 
97-98 
Early  Benaissance  work  in,  70-76 
Foreign  architecte  in,  69 
Open  spaces  in,  2 
Palaces: 

Façades  of ,  79 

Late  ezamples  of,  112-113 

Material  of ,  78 

Plan  of ,  77 

Sites  of,  irregular,  77 


Bome — continued. 
Palazzi  Pietro  and  Angelo  Massixni, 

77-78,  86-88  ;  loggia,  94 
Palaszo  Barberini,  107, 112-113 
Palazzo  Borghese  : 

Arcade  of ,  112 

Courtyard   of,   74,   77;    entabla- 
tures,  23 

Site  of ,  77 

Stateliness  of ,  107 

Windows  of,  79 
Palazso  Cancelleria,  54,71-73;  briok- 

work,  78 
Palazzo  dei  Conservatori,  91-98 
Palazzo  del  Museo  Capltolino,  91-92 
Palazzo  del  Senatore,  91-92 
Palazzo  di  Venezia,  70-71 
XPalazzo  Famese,  80-83 

Palazzo  Giraud  (Torlonia),  54,  73 
Palazzo  Linotte,  79 
Palazzo  Maocarani,  77-78 
Palazzo  Niccolini,  96 
Palazzo  Poli,  113-114 
Palazzo  Saochetti,  79-80 
Palazzo  Spada  alla  Begola,  79 
Panthéon,  42  note,*  ;  columns,  124 
Piazza  del  Gampidoglio,  91-94 
Piazza  del  Popolo,  107 
Scala  di  Spagna,  107 
Temple  of  Castor  and  PoUnx,  52-53 
Théâtre  of  Marcellus,  24,  98 
Vatican,  court  of,  74-76 
Villa  di  Papa  Giulio,  92-94 
ViUa  Famesina,  or  Ghigi,  38,  84-85 
Boofs — 
French  sixteenth  century,  180 
Hipped,  202,  203 
Keel-shaped,  191 
Slates,  of,  in  Loire  district,  183 
BosseUino,  Bemardo,  26  and  note,  27, 
45,  70  ;  Bucellai  and  Piccolomini,  89 
and  note 
Bothwell  (Bowell)  Market-house,  244 
Bouen — 
Anuient  Bureau  des  Finances,  186 
Cathedral,  tomb  in,  186 
Hôtel  du  Bôurgtheroulde,  182, 186 
Palais  de  Justice,  186 
S.  Vincent,  197 
Bovezzano,  229-230 

Bushton  Hall,  Northants,   241,   244; 
plan,  254  ;  triangular  lodge,  266 
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Bostloation — 

Basements  treated  by,  31 

Development  of,  110>111 

Ijate  Renaissance,  110 
Bydge,  Bichard,  280  noUi 

S.  aBBMAO.SN-LAYB  Gh&teau,  178, 188 

8.  Oermigny  les  Prés,  121  note 

S.  Paul's  Gathedral,  London  (destroyed 

by  fire),  274 
S.  Paul's  Gathedral,  London— 
Attic  of,  180 
Cross  section  of ,  291 
Orossing,  defect  at,  292 
Dôme  of — 

Construction  of ,  162-161,  290-291 

Ëstimate  of,  290-291 

Form  of,  154 

Section  throogh  transept  and,  168 

Varions  designs  for,  289  and  note 

Views  of,  290  ani  note  \  297  and 
note 
Drum  of ,  162-168 
Flying  buttresses  of,  187 
Interior  of ,  291-292 
Model  of ,  by  Wren,  286  noU 
North  élévation  of ,  289 
Piers  in,  188 
Plan  of ,  289 
Soreens  in,  805 
Side  walls  of ,  290 
Site  of ,  290 

"  Warrant  "  design  for,  286-290 
West  front  of,  140 
Windows  of ,  181, 162-168 
Wren's  ûrst  plan  of ,  287 
S.  Peter's,  Borne — 
Attic  of ,  79, 160 
Bronze  doors  of ,  48 
Colonnade  of,  107, 146-147 
Cnpolas  of ,  146 

Date  of  commencement  of,  118 
Dimensions  of,  150-151 
Dôme  of — 

Construction  of,  160-161 

Form  of ,  158 

Section  of,  161 

Time    occupied  in  building,   146, 
161  note 
Drumof,  145-146, 160 
Early  plans  for,  141-148 


S.  Peter's,  Borne — continued. 

Entablature  of,  100-101 

Entrance  front  of,  146-149 

External  ordinance  of ,  145  and  note  ' 

Interior  of,  149 

Internai  ordinance  of ,  settled  before 
Michael  Angelo,  144-145 

Later  additions  to,  146 

Lighting  of ,  186 

Michael  Angelo's  work  on,  144-145 

Models  of,  144-160 

Nave  piers  in,  188 

Nave  plans  for,  148 

Orientation  of,  141  note  ' 

Pendentives  in,  151 

Piazza  of,  146 

Piers  in,  150-151  ;  naye,  183 

Plan  of ,  147 

Pronaos  plan  for,  148-144 

Sculpture  in,  149 

Towers  designed  for,  149 

West  front  of ,  140 

otherwise  mentioned,  28, 122, 130 
S.  Petersburg — S.  Isaacs,  164  note 
S.  Thégonnec,  Galvary  and  ossuary  at, 

187 
Saint-Simon,  quoted,  218 
Salisbury  cathedral,  140 
Sambin,  Hugues,  199 
Sampierdarena— Villa  Soassi,  114 
San  Gallo,  Antonio  da,  models  by,  44  ; 

Famese  palace,  23,  81-84  ;  S.  Maria 

di  Loreto,  120;    La    Madonna    di 

Santo  Biagio,  124-125  ;  ëstimate  of , 

27-28;    otherwise    mentioned,    69, 

70,96 
San  Gallo,  Antonio  da  (younger),  Pa- 

lazzo  Saochetti  by,  79-80;   designs 

for  S.  Peter's,  148, 151 
San  Gallo,  Bastiano  da,  42 
San  Gallo,  Giovanni  Francesco  da,  42 
San  Gallo,  Giuliano  da,  models  by,  44  ; 

Gondi    staircase,  44;    plan    for    S. 

Peter's,    143;    La    Madonna    délie 

Carceri,  124-125;   ëstimate  of,  28; 

otherwise  mentioned,  86,  70,  96. 
Sandstone,  rustications  of ,  84 
Sanmicheli,  Michèle,  career  and  works 

of ,  95-96  ;  Windows  by,  108  ;  rustica- 

tion  by,  110-111;  influence  of,  114  ; 

mentioned,  81,  69  • 
Sansovino,  Andréa,  96 
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Sansovino  (Tatti),  Jacopo,  oareer  of, 
96;  work  in  Borne,  06;  in  Venioe, 
96-101  wM  ;  Giante'  Staircase  spoiled 
by,  68  ;  Windows  by,  88, 108  ;  rustica- 
tion  by,  111  ;  influence  of,  114  ;  com- 
parison  of  Palladio  with,  99-100; 
mentioned,  53,  61, 69 

Saumur — Nôtre  Dame  des  ArdiUiers, 
212-218 

Soamozzi,  Vinoenzo,  106, 109, 114 

Soarpagnino,  96 

Soott,  Sir  George  Gilbert,  886-886 

Soott,  Leader,  quoted,  17  ond  note  *  ; 
eOnoU;  cited, 45  noto*,  60 noto> 

Sculptors  in  collaboration  with  archi- 
teots,25 

Seaton  Délavai,  Northumberland,  806, 
807,  827  ;  plan  of ,  821, 822 

Sedding,  John  D.,  886 

Semi-basements,  815 

SerUo,  —,  105, 185, 189 

Servandony,  224 

Sforsa,  Francesco,  Duke  of  Milan,  48- 
49 

Sgraffito  work,  86-87  and  note 

Shaw,  Huntingdon,  805 

Shaw,  Norman,  887 

Sherington,  Sir  Wm.,  282 

Shnte,  John,  288 

Siena — 
Gathedral,  5  and  note 
Palaces  in,  charaoter  of,  45 
PalasBO  Picoolomlni,  27,  87  ;  window 

arches  of ,  41  ;  character  of,  45 
S.  Giuseppe,  126 
SS.  Pietro  e  Paolo,  126 
Villa  Santa  Colomba,  111  and  note, 

Simone,  182  note 

Sirr,  Harry,  cited,  246  note  ^ 

Sizergh  Oastle,  Westmorland,  266 

Sketch-book  architecture,  887 

Slate,  188 

Smirke,  Sir  Robert,  882 

Smithsons,  246,  248 

Soane,  Sir  John,  240,  881-882 

Sohier,  Hector,  186 

Soissons— Pavillon  des  Arquebusiers, 
212 

Solari,  Oristoforo,  59 

Solari,  Guiniforte,  60 

Solari,  Martine  (Lombardi),  64 

Solari  family,  64  and  note 
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Soufflet,  J.  G.,  222 

South    WraxaU    Manor,    WUts,  327; 

ezterior  and  fire-plaoe,  259 
Speke  Hall,  near  Liverpool,  364 
Spiers,  Walter  L.,  cited,  2iBnote* 
Spires,  296-297 
Squarcione,  Francesco,  9 
Stafford,  Sir  Humphrey,  241 
Stairoases — 

Ghambord  Château,  at,  17ff 

Double,  817,  819 

English— Elinbethan,  268  ;  MTen- 
teenth  and  eighteenth  oentury, 
275,  814-815 

Extemal,  91, 176,  826  ;  Gondi  Palaoe, 
44 

Newel,  175-176  ;  carved,  268 

Spiral,  118 
Standlinch,  WUto,  821 
Stanilas,  221 
Steeples,  296-297 
Stephens,  Alfred,  882 
Stickles,  Roland,  244-246  and  note  > 
Stoke  Park,  Northants,  816^17 
Stone— 

Bolognese  working  of,  60 

Gaen  and  Loire  district,  of,  182-188, 
186 

Florentine  use  of ,  84,  52,  65 

Portland,  brick  in  connection  with, 
804-805 

Staircases  of ,  268 
Stone,  Nicholas,  276 
Street,  G.  E.,  886-887 
Strong,  Edward,  289 
Strong,  Thomas,  289 
Stuart,  James,  880-881 
Stucco — 

Exterior  décoration,  as,  812 

Florentine  palaces,  in,  86-87 

Interior  panelling  of ,  829 

Palladio's  work  hi,  101 
Sutton  Court,  Surrey,  282 
Swags,  102,  228,  278  ;  brick,  805 
Swatley  Hall,  near  Uxbridge,  823 
Symmetry,  819 
Symonds,  J.  A.,  quoted,  2,  8,  5,  7  note^ 

10  ;  cited,  9  note  \  182  note 

Talman,  826 

Taylor,  Sir  Robert,  810 

Terra-cotta  work  in  England,  280,  233 
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Thomdon  Hall,  Essez,  810,  821 
Thorpe,    John,    career    of,    248-244  ; 

hoTise  of,  289,  241;  plan  in  sketoh 

book  of,  240  ;  Kirby  HaU,  242<248, 

828noi6 
Thorpe  Hall,  near  Peterborough,  279, 

280  ;  gables,  828 
Tijon,  Jean,  805 
Tilee— 

Domés,  on,  162 

French  châteaux,  in,  188-186 

Laoock  Abbey,  at,  282 
Tite,  Sir  Wm.,  882,  884 
Tivoli— Hadrian*8  villa,  19  noU  \  71 
Todi— 

S.  GrocifiBso,  126 

S.  Maria  délia  Gonsolazione,  126  and 

note 
Torch-holders,  87 

Torrigiano,  Pietro,  228-229  and  notes 
Toolouse,   Benaiasanoe    buildings    in, 

187-188  ;  Hôtel  d' Asseza,  188, 198 
Tours — 

Cathedral— tomb  in,  171,  172  ;  cupo- 
las  and  oloister  stairoase  of,  198 

Fontaine  de  Beanne,  178 
Towers  of  ohorches,  297 
Trani,  bronze  doors  at,  4  note* 
Tregastel,  oesnary  at,  188 
Tresham,  Sir  Thoe.,  248,  244 
Trinqoeau  (Pierre  Nepveu),  185 
Tarin — La  Superga,  154 
Torks,  rise  of  (fifteenth  centory),  47 


Valengat,  château  de,  179 
Vanbrugh,  Sir  John,  299,  806 
Vardy,  J.,  809 

Variation  in  plans  and  élévations,  819 
Vasari,  Giorgio,  date  of,  109;   Uffizi 

courtyard  by,  112  ;  work  at  Pistoja, 

123  ;  oited,  16  noU  \  41, 44, 229  note  *  ; 

quoted,  8,  14,  71, 141  noU  ',  145 
Vaults  {aee  cUao  Arches)— 

Barrel,  pierced  by  oblong  openings, 
88 

Entablature  springing  directly  from, 
180 

Groin  Unes,  emphasizing  of,  48  note 

Slioes,  built  in,  141  noU* 

Welsh-groin,  181  and  note 
Velasquez,  88 


Venetian  Bepublio  (for  parUcular  towna 
see  thêirnames) — 
Building  materiids  of ,  62 
Byzantine  influence  and  traditions 

in,  4,  52,  61 
Masons'  guild  in,  61-52 
Territory  comprised  by,  49 
Unique  style  of ,  61 
Zenith  and  décline  of ,  47 
Venice — 
Ghurches — 
n   Bedentore,  129,    188;    façade, 

189  ;  section  of  dôme,  158 
S.  Giorgio  Maggiore — 
Façade  of ,  102, 188-189 
Lighting  of ,  186 
Monastery  of ,  48 
Piers  in,  188-184 
Plan  and  section  of,  129 
S.   Maria   délia  Salute — plan   of, 
127  ;  description  of,  128  ;  interior 
of,  184  ;  dôme  of ,  164 
S.  Mark's,  Sansovino's  work  on,  96 
S.  Salvatore,  185 
S.  Zaccharia,  61-62 
Ducal  Palace,  68-64 
Libreria  Vecchia,  96-101  and  note; 

frieze  Windows,  88 
Marble  tho  material  of ,  65 
Palaces,  balconies  and  Windows  of ,  62 
Palazzo  Gornaro,  96,  98,  114  ;  rusti- 

cated  columns,  111 
Palazzo  Gomer  Spinelli,  68 
Palazzo  Grimani,  97 
Palazzo  Pesaro,  114 
Palazzo  Bezzonico,  114 
Palazzo  Vendramln  Galergi,  62-63, 

99  noU,  102 
Procurazie  Nuove,  114 
Sansovino's  work  in,  96-99 
Scuola  di  S.  Marco,  64 
Souola  di  S.  Bocco,  64 
Seventeenth  and  eighteenth  century 

work  in,  117 
**  Tentative  "   renaissance  work   in, 

64 
Zecca  (Mint),  111 
Vemey,  Lord,  quoted,  809  note  ^ 
Verona — 
Gran  Guardia  Antica,  112, 114 
Loggia  (Fra  Giaoondo's),  60 
Painted  walls  in,  87 
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Palazzo  Bevilacqua,  95, 111 

Palazzo  Ganoasa,  95-96 

Palazzo  dei  Diamanti,  60 

Palazzo  Pompei,  95 

Porta  de*  Borsari,  58,  71 

Porta  del  PaUo,  95, 110-111 

Porta  Nuova,  95 

Porta  S.  Zeno,  95 

S.  Bernardino — Capella  Pellegrini,  95 

S.  Zeno,  51 
Versaillee,  213-216  ;  Trianons,  216 
Vestibales,  122 
Viart,  Oharles,  172 
Vicenza — 

Basilica  Palladiana,  98-101  cmà  note 

Casa  del  Diavolo,  102,  278 

Municipio  (Loggia   del   Gapitanio), 
102 

Palazzo  Porto  Barbarano,  101, 108, 
276 

Palazzo  Thiene,  102, 103, 111,  278 

Palazzo  Valmarano,  102, 103 

Palladio*s  work  in,  99  ff. 

Botonda  (Villa  del  Gapri),  103-104, 
308 
Vignola  (Giacomo  Barozzi),  birthplaoe 

of ,  69  ;  Works  of ,  92-93, 139  ;  Palazzo 

Famese  (Piacenza),  79-80;  work  on 

S.    Peter's    (Borne),    146  ;    square - 

planned  churches  by,  121  ;  publica- 
tion of ,  92^  105 
Vignon,  Pierre,  223 

Vniers-Gotterets  Ghftteau,  173, 188, 191 
Yiollet-le-Dao,  224 
Viterbo— SS.  Francesco  e  Paolo,  121 
Vitré,  Benaissance  décoration  at,  186- 

187 
Vitruvius,  105 
Vittoni,  Ventura,  122-123 
Volterra — Palazzo  Biociarelli,  34 
von  Oeymûller,  Baron  H.,  cited,  51 

note^  56  note  \  58  and  notes,  73, 125, 

143, 151 
Vosbergh,  Gaspar,  235  note 

Wàllb — 

Décoration  of,  see  Décoration 

Busticated,  34-36 

Stuccœd,  37 
Walpole,  Horace,  villa  of,  at  Straw- 

berry  HiU,  299,  388  ;  quoted,  248 


Wanatead  Honse,  Essex,  306,  316 

Wardonr  House,  WUts,  321 

Webb,  John,  Goleshill  by,  313;  Ash- 

down,  313,  316  ;  Thorpe  HaU,  323  ; 

estimate   of ,   279-280  ;    mentioned, 

276,  301 
Webb,  Philip,  337 
Wells— 

Bishop's  Palace,  226 

Gathedral,  140, 14^-149 

Vioar's  Glose,  226 
Westminster  Abbey,  229 
Weetwood,  Worcestershire,  256  ;  oeil- 

ings,  266 
Whistler  quoted,  10, 38 
Wilkins,  382 
Wilton   House,    near  Salisbury,  274, 

278  ;  bridge,  809 
Wimbledon — garden  of  Lord  Ezeter*s 

house,  257 
Winchester — 

Gathedral,  231 

Palace,  302 

S.  Grofis  (near),  231 
Windows — 

Alternation  of  large  and  small,  79, 
97 

Arches  of,  31,  40-41 

Bay,  multiplication  of,  in  England, 
259 

Ghurchos,     of — différent     countries 
compared,  131  note  * 

Glaasic  and  Gothic  contrasted,  59, 
136 

Dais  of  haUs,  of ,  251 

Donner,  180, 194 

Drums,  in,  152 

Elizabethan  houses,  of,  258-260 

Farnese  and  Pandolfini  palaces,  of, 
83 

Florentine  early  Benaissance,  cha- 
racter  of ,  40 

Framed     in,    41,     53;      Filarete*s 
designs  of ,  49 

French  ch&teauz,  of,  181 

French  nûddle  Benaissance,  194 

Frieze,  in,  38, 102 

Grilles  of,  217 

Keystones  of,  carved,  217 

Louis  XV.,  217 

Mediœval,  53 

Becessed  panels,  in,  91 
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Windows — tcmiMVwà, 

Beoeases  of,  pilastered,  88-34 

Beoessing  of ,  828-829 

Sash,  in  England,  326 

Spacing  of ,  62 

Straight-headed  (Palladio's),  108 

Voids,  as,  41 
Wollaton  Hall,  Notts,  246  andL  noU*, 

260  ;  plan  of ,  265 
Wolsey,  Gard.,  280  and  note 
Wood,  John,  809 
Wood,  John  (ixin.),  821 
Wren,  Sir  Ohristopher,  familj  of ,  282  ; 

early  works  of,  282  ;  S.  Panl's,  162, 


164  ;  soheme  for  rebnilding  of  Lon- 
don,  284-286;  rebuilding  of  City 
churohes,  292  fi.;  interiors,  294; 
exteriors,  296;  towers  and  spires, 
296-297;  Greenwich  hospital,  802- 
804;  Hampton  Ck>urt,  804-806; 
death  of ,  297  ;  estimate  of ,  801, 802  ; 
comparison  wlth  Mansard,  298; 
qnoted,  207  note*^  270;  mentioned, 
239,813 

Wren,  Mathew,  Bishop  of  Ely,  282 

Wyatt,  James,  886 

YouHO,  John,  tomb  of ,  229  and  note  * 
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